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Abstract 
 
Through this portfolio of compositions I aim to explore the significance of text in 
my compositional process, whether recited or not. In String Quartet No.2 poetry 
is a vital means of compositional stimulus with the structure of the text as well as 
its imagery in terms of affect and perceived sound effects garnering musical 
material. Similarly in the work Horo, working with two poets, new texts were 
created with the foundations of these deriving from the original folksong and its 
text, Turn Ye To Me. Furthermore, Totentanz deals with aspects of 
deconstruction and parody, both in terms of textual deconstruction from the 
written word to phonetic sound, and also cognitive deconstruction regarding the 
semantics of Goethe’s poetic work. 
Furthermore, the following commentary will detail the interaction I as a composer 
have with three significant factors during the creative process: the performers, 
the audience, and the location of the work’s performance. The work for chamber 
choir and organ, A Song to David, takes into account the various constraints that 
are present when composing for young or amateur musicians, for example vocal 
range and balance between voice parts. My interaction with the audience relies 
on a number of aspects, namely whether the work is to be heard in a concert 
setting or for an act of celebration or worship, and also the effective 
communication of text and/or affect. Finally, in terms of performance location, my 
work considers the acoustic of the building and the position of the performers 
within it. Five Introits demonstrates this with each introit being composed to 
exploit the resonance of the building as well as the positioning of the choir. It is 
through these three distinct considerations that the role of composer as facilitator 
is explored with regard to the commissioning process. 
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A Song to David – Summary 
This work for choir and organ was written for the Edinburgh Napier University 
Chamber Choir to be performed during a concert commemorating Benjamin 
Britten’s centenary given in St. Giles’ Cathedral, Edinburgh. A Song to David is 
heavily inspired by Britten’s Rejoice in the Lamb, (1943) notably with the text 
coming from the same author, Christopher Smart. The text has been condensed 
from the original 516 lines to 32 with emphasis placed on points of significant 
imagery. Whilst the poem embodies devout worship to God, certain aspects are 
certainly apt in revering the creativity of the composer.  
The relationship between the choir and organ is in flux throughout the work; at 
times the latter performs a pragmatic role by doubling choir, whilst at certain 
points provides melodic as well as timbral interest. Pragmatism is particularly 
evident in this work. As the choir is subject to changes in personnel from year to 
year, I wanted to ensure that each section was adequately supported by the 
organ. Similarly there is a focus on unison singing which acts as a unifying factor 
as well as aiding ‘singability’. 
The work begins with a unison melody sung by the whole choir before then 
dividing into passages focusing on upper and lower voices. The unaccompanied 
material towards the end of this initial section utilises a ‘dissolving’ technique, 
whereby a solo soprano maintains a single pitch whilst the rest of the choir 
gradually descends in pitch leaving the former exposed. The return to unison 
singing following this drives the music towards its first point of climax. The pedal 
point in the organ seems to resolve early to an unanticipated harmonic area, in 
this case the tonic minor, further driving the music forward towards the next 
section. The remainder of the work is characterised by the ebb and flow of tension 
with subsequent points of climax. The unison melody heard in the beginning of 
the piece is recapitulated however this time at a lower pitch and in a slower tempo. 
The momentum then builds a final time to a climactic conclusion on the words 
“Glorious Amen.”  
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Five Introits – Summary 
In Spring 2013 I was commissioned by the Master of the Music of St. Giles’ 
Cathedral, Michael Harris, along with the Friends of the music of St. Giles’ to write 
a set of five short introits to be sung by the Cathedral Choir during their weekly 
service of Eucharist. Each introit is one minute in length and utilises a short 
passage of text predominantly from The Book of Psalms, with the exception of 
the short excerpt from the Pentecostal Sequence Veni Sancte Spiritus, translated 
into English.  
Each introit varies the number of voice parts employed, with the first and third 
being set for SATB voices. The remainder of the collection makes greater use of 
divisi, with the final introit utilising eight-part choir plus soprano solo. The creative 
impulse behind the collection was that of pragmatism. The varying number of 
parts is intended to facilitate performance by a large number of choirs, from small 
parish churches to standard cathedral forces. Similarly, consideration is made to 
creating a set of pieces which could be used throughout the liturgical year in 
addition to special occasions, therefore emphasis is placed on suitability in both 
solemn and celebratory settings.  
The majority of the collection follows a binary structure, reflected in the bipartite 
form of the psalm verses used. This structure is primarily characterised by an 
initial polyphonic passage prior to a concluding section in homophony. The only 
exception to this form is the final introit, Come, thou Holy Spirit, where 
homophony at the outset is maintained until the end, with a particular emphasis 
placed on unison singing.  
The introits are regularly performed by St. Giles’ Cathedral Choir and have been 
used during various high-profile services, including the Service of Reconciliation 
following the Scottish Independence Referendum.  
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String Quartet No.2 – Summary 
Whilst this three-movement work utilises three separate texts in its construction, 
at no point are these recited during performance. The imagery used in each is an 
important source of inspiration for the work as a whole, and whilst initially the 
music remains faithful to the points of imagery evident in the text, the concluding 
movement, subtitled And if at last she spoke, employs a greater amount of liberty 
in the realisation of dramatic narrative. The structure of the first two movements 
is largely dictated by the poetic form of the respective text, a feature which is most 
evident in the first movement, Exit Seraphim.  
The first movement uses a villanelle by Sylvia Plath, Mad Girl’s Love Song (1951) 
and in response to the cyclical manner of the poem, utilises two refrains which 
reoccur throughout the movement simultaneous to their appearance in the text. 
Each stanza is similarly represented musically, with the separation between them 
demonstrating Brian Ferneyhough’s technique of ‘coloured silence’ whereby 
unrelated musical material takes the place of ‘actual’ silence.  
Ted Hughes’ poem Crow’s Theology, taken from Crow: from the Life and Songs 
of the Crow (1966-69) forms the basis for the second movement, And having all 
the weapons. Whilst the first movement utilised two refrains, these have been 
replaced by two themes which reoccur throughout: the ‘crow’ theme, derived from 
a recording of a crow call, and the ‘Sylvia’ theme. The latter uses the first four 
notes of Schubert’s An Sylvia (1826) and acts as a constant reminder of the 
protagonist of the first movement. 
Finally, a poem by Plath and Hughes’ daughter, Frieda Hughes, is used in the 
third movement. Pandora (2002) is based on the Greek myth of Pandora’s box, 
and highlights the dichotomy Hughes faces in either releasing photographs of her 
parents to the press or disposing of them. A final theme is created, that of the 
protagonist, that is, Pandora, and with it the third movement can be seen as an 
amalgamation of harmonic and thematic elements of all three movements.  
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Horo – Summary 
I was commissioned by soprano, Frances Cooper to compose a work for voice 
and clarinet to be premiered in the Aberdeen Sound Festival. The piece was to 
be included in a programme of music inspired by nature, with the new commission 
being based to some extent on the Scottish folksong Turn Ye To Me, which I had 
arranged for Cooper the previous year for piano and voice. As well as including 
new music, the project, Turning the Elements, also commissioned two poets to 
write two texts to be included in the work. In response, I composed a three-
movement work utilising an instrumental setting of the original folksong for solo 
clarinet, framed by two movements setting the newly-commissioned texts. The 
work as a whole utilises an overarching recitative-intermezzo-aria form which 
results from the narrative aspect of the first movement in comparison to the more 
static quality of the conclusion.  
The first movement, Ceòl Na, sets the poem, First Song (2015), by Stewart 
Sanderson. In it, he depicts the journey taken along a beach close to Ullapool 
and describes the rugged Scottish coastline replete with driftwood and detritus 
alike. Onus is placed on the clarity of the text in performance, therefore the 
vocalist is required to perform to a large extent in a free tempo, adhering to 
speech-rhythm. This is interspersed with ‘accompagnato’ sections where the 
clarinet part is more florid.  
The central Intermezzo movement utilises melodic aspects of the original Turn 
Ye to Me folksong in its construction, in addition to incorporating its verse-refrain 
structure. Rather than simply arrange the original text for voice and clarinet, the 
mid-point of the work is a wordless vocalise for the latter, removing the voice 
altogether. The voice segues into the final movement on the phrase “Turn ye to 
me” appearing simultaneous to its occurrence in the original text, and the text 
written my Jane McKie. The concluding movement recapitulates this refrain 
throughout the piece in both complete and incomplete forms, with a direct 
correlation to McKie’s text.  
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Cabaret Songs – Summary 
This collection of four songs is a setting of Arthur Rimbaud’s poem, Novel (1870), 
in an English translation by Wyatt Mason (2002). The central protagonist 
describes an evening walk along a promenade, resplendent with the scent of 
linden trees, vineyards, and beer from the nearby town. The collection of songs 
focuses on the idea of intoxication introduced at the outset, beginning with that of 
the ambient and leading to the eventual infatuation with an inamorata. However, 
the affair is somewhat brief, ultimately ending with the protagonist alone once 
more.  
Each movement was conceived with a particular singer in mind, focusing on their 
various strengths and experience as performers across a number of genres. The 
first song in the collection was written for a jazz-singer friend, in turn, the harmony 
is characterised by extended harmony, particularly minor sevenths and ninths. 
The reminiscent nature of the text further influences this use of jazz-led harmony, 
engendering a cabaret performance by a solo vocalist. The following movement 
utilises the piano in a more sporadic manner. Whereas Beneath green lindens 
employed the piano as a rhythmic and harmonic device by which to support the 
voice, the second song features a relatively static accompaniment with various 
points of imagery hinted at in the piano. The eventual inebriation of the 
protagonist at the mid-point of the song provides a stark contrast, the rhythmic 
impetus influencing the following movement.  
The penultimate song places emphasis on the obsessive nature of the 
protagonist as they focus on their paramour, for instance the sound of her heels 
represented by the prominent consonants in the phrase “boot heels tapping.” 
Again, the conclusion of this song leads into the blues-inspired final movement, 
Off the market, influenced by a stride piano accompaniment. The final act of 
reminiscence by the protagonist whereupon there is a return to the cafes 
mentioned in the first song recapitulates the harmony and melodic contour 
employed at the opening of the work.  
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Totentanz – Summary 
Utilising a text of the same name by Johann Wolfgang von Goethe, Totentanz is 
written for chamber orchestra, choir, and mezzo-soprano and baritone soloists. 
Goethe’s poem takes place over a single hour after the strike of midnight. The 
protagonist, a graveyard warder, witnesses the dead rising and performing a 
‘dance of death’, thus juxtaposing the gruesome imagery of death with the joviality 
of a dance. There is a level of deconstruction to be found in the text, that of the 
warder’s mental state, as well as the undead finally disappearing. However there 
is a certain amount of irony in the fact that whilst the dead are being 
reconstructed, there is decimation on the part of the warder.  
Parody is used throughout the work in order to embody this overarching act of 
deconstruction; quoting material from extraneous musical sources as well as 
recapitulating earlier passages later on in the work effects a provocative response 
from the audience. The authenticity of the musical material in its original form is 
questioned, as is its role in the overall work.  
The first movement, a Baroque da capo aria, introduces the warder (baritone 
soloist) in addition to the chorus, the latter of which acts predominantly in the style 
of Greek drama, whereby they provide a commentary on various narrative points 
throughout the work. Moreover, utilising a number of archaic forms such as these 
introduces this element of parody. The following movement deconstructs the 
delivery of the text by dividing each syllable of Goethe’s work and setting them 
as separated staccato utterances. The “villainous tempter” (mezzo-soprano) is 
also introduced in this movement and thus a polarity between protagonist and 
antagonist is established. The final two movements further deconstruct both the 
text (whereby each word is divided into phonemes), and the very sonic quality of 
the performers through a playback of recorded material from the first movement 
of the work.  
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1. Introduction 
It is bounden duty of the talented to cultivate their talent to the highest 
degree, to be of as much use as possible to their fellow men… Real art is 
one of the most powerful forces in the rise of mankind and he who renders 
it accessible to as many people as possible is a benefactor of humanity 
(Kodály 1953, cited in Laycock 2005, p.15). 
In his affirmative speech given at the Budapest academy, Zoltán Kodály attests 
to the role of the composer in the twentieth century. Whilst the question of 
‘usefulness’ is something of a point of contention for both performers and 
composers, it is certainly one that is due consideration in the conception of new 
music, particularly in the current economic climate and with cuts to arts funding 
becoming somewhat commonplace. The role of the composer as ‘facilitator’ 
versus ‘autonomous creator’ is one which is continually explored through the 
accompanying portfolio and some consideration has been made as to which 
method is adopted for each work contained within it; of course, the two often exist 
concurrently in the same work, but with differing levels of extra-musical regard.  
At the commencement of my doctoral research at Edinburgh Napier University, 
my work had been increasingly focused on vocal music and the interrelationship 
between music and text; the role of music in the church being particularly 
significant. It is this interdependency between the two that is explored throughout 
this PhD, particularly in the efficacy of text in creating new and relevant music. 
The opening of John Milton’s At a Solemn Musick (1645) personifies both aspects 
adroitly:  
Blest pair of Sirens, pledges of Heav’n’s joy, 
Sphear-born harmonious Sisters, Voice, and Vers (1963, p. 132). 
Charles Hubert Hastings Parry’s 1887 setting of the text, having been composed 
specifically for a concert marking Queen Victoria’s Golden Jubilee, is notable in 
its exemplification of pragmatism which is an important factor of this facilitatory 
approach, and why I adopted the short quotation as the title to this PhD. 
Having received numerous commissions from churches and cathedrals such as 
St. Andrew’s and St. George’s West Parish Church, and St. Giles’ Cathedral, the 
act of realising these commissions became more prominent. Moreover, the 
relationship the composer has with the given text is vital in influencing their 
handling of the music which is to support it. Benjamin Britten’s speech On 
2 
 
Receiving the First Aspen Award, details the various considerations a composer 
must make when writing music for a specific event with consideration made to 
the performers involved and the intended audience. Britten states: 
During the act of composition one is continually referring back to the 
conditions of performance … the acoustics and the forces available, the 
techniques of the instruments and the voices – such questions occupy 
one’s attention continuously and certainly affect the stuff of the music. In 
my experience they are not only a restriction but a challenge, an inspiration 
(1998, p.118). 
 
Location 
A number of the works in the portfolio actively consider the location of their first 
performance. For instance, Horo, written to be performed in a small church, 
focuses on the intimacy between performers and audience which is afforded by 
a small venue. Dynamic contrast is a significant factor here, most notably at the 
end of the work, whereupon the decrescendo allows a certain level of 
homogeneity between the two, effectively drawing the listener into the 
soundworld.  
Similarly, Five Introits, utilises the comparably larger acoustic of St. Giles’ 
Cathedral in each introit’s construction. A greater number of performers naturally 
affords a more sonorous dynamic, though the inclusion of pianissimo sections 
exploits the quiet but intense colour of en masse singing.  
In discussing the works present in the portfolio the topic of ‘location’ can be 
interpreted in two ways. Firstly in regards to the building and therefore acoustic 
in which the work is to be performed, and secondly the work’s role in worship, 
celebration, or position in a concert programme.  
 
Performers 
As intimated by Britten, consideration of the intended performers are a vital part 
of the compositional process. A previous example of this in my own work was the 
creation of a choral work to be performed at a memorial service for a friend 
whereby the large amount of people who wished to be involved in the service 
were given the opportunity to sing in a large-scale work utilising Anglican chant. 
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Whilst a number of the singers may never have performed this style of music 
before, the slow tempo and doubling by the organ ensured they felt supported 
during their singing. Closely linked to this facet is that of pragmatism, described 
below.  
Of course it is not only skill level of the musician that influences the music, 
similarly the characteristics or strengths of the professional musician play a 
significant role in establishing a soundworld for an entire work, or individual 
movement. Most notably, Cabaret Songs establishes a new affect for each 
movement, in keeping with the expertise of the song’s dedicatee.  
 
Audience 
A vital factor in the interaction a composer has with the audience lies in the 
communicatory capabilities of music and text, apparent throughout the portfolio. 
Not only is the aspect of text-setting significant in the act of composition, but the 
very structure and form of a given text may be manipulated in such a way as to 
affect the foundations of the musical work, ergo a poem may function as a 
substantial organisational tool with which to create a purely instrumental work, as 
is apparent in String Quartet No. 2. Imagery also plays a significant role in 
shaping musical textures and harmonic implications, and whilst the surrounding 
music can act to support these various images, the opposite, direct juxtaposition, 
is effective in highlighting them further, in turn undermining the very intent of the 
written word. 
A reflective approach to audience communication therefore focuses on the 
discipline of hermeneutics. In his book, Music as Cultural Practice, Lawrence 
Kramer asserts: “these meanings are not “extramusical,” but on the contrary are 
inextricably bound up with the formal processes and stylistic articulations of 
musical works” (1990, p.1). He then goes on to suggest that the success of these 
meanings is due, in part, to the “general circulation of regulated practices and 
valuations”, that is, through the adherence to various tropes, we are able to 
appreciate the representational ability of music (Ibid.). Kramer makes reference 
to Kant’s claim that music “indeed speaks by means of pure sensations without 
concepts, and so does not, like poetry, leave something over for reflection” (Kant, 
cited in Kramer 1990, p.3). Kramer then argues that music is, of course, capable 
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of instilling reflection in the listener through physical as well as experiential 
means: 
For music, too, provokes the mind to reflect; it excites a neighbouring 
thought-play…The Gedankenspiel transfers what is palpable and 
impulsive in musical sensation to the detached realm of reason, culture, 
meaning; it introduces bodily pleasure into the space reserved for thought 
(1990, p.4). 
Kramer introduces the idea of the “hermeneutic window” with which to compare 
the interpretation of text and music:  
Once that window opens, the text appears, or at least may appear, as a 
grid of assertions in which other modes of meaning are embedded but as 
a field of humanly significant actions (Ibid., p.6). 
As an approach to an analytical method of representation in music, Kramer 
focuses on J.L. Austin’s book How to Do Things with Words, where the author 
differentiates between two types of verbal utterance, namely, “constative”, and 
“performative” (Austin, cited in Kramer, 1990, p.7). Whilst the former can be 
qualified as true or false, for example, “It is raining”, the latter makes an attempt 
to accomplish something; “Remember your umbrella: it is raining” utilises the 
imperative mood to instruct or command. However, it is true that a constative 
utterance may indeed act as a performative; considering the example above, the 
initial claim above could, in a certain context, serve as a warning and thus incite 
the listener or reader to take appropriate precautions. Austin therefore adapts this 
terminology to define the former as “locutionary meaning” and the latter as 
“illocutionary force” (Austin 1962, pp.98-101). Kramer then adopts these terms in 
his definition of the three hermeneutic windows: 
1. Textual inclusions. This type includes texts set to music, titles, epigrams, 
programs… they do not establish (authorize, fix) a meaning that the music 
somehow reiterates, but only invite the interpreter to find meaning in the 
interplay of expressive acts… 
2. Citational inclusions. This type…includes titles that link a work of music 
with a literary work, visual image, place or historical moment; musical 
allusions to other compositions; allusions to texts through the quotation of 
associated music; allusions to the styles of other composers or of earlier 
periods; and the inclusion (or parody) of other characteristic styles not 
predominant in the work at hand. 
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3. Structural tropes…a structural procedure, capable of various practical 
realizations, that also functions as a typical expressive act within a certain 
cultural/historical framework. [They] cut across traditional distinctions 
between form and content. They can evolve from any aspect of 
communicative exchange: style, rhetoric, representation, and so on 
(Kramer 1990, pp.9-10). 
These three windows operate at a certain level in each work, the most apparent 
being textual inclusion: that is, musical works that include a text in their 
performance.1 Kramer’s claim that these texts do not “authorize” (Ibid.) a meaning 
is vital in the creative process. Considering Totentanz, text and music are 
variously at odds with one another, and it is the interaction between the two that 
the audience is encouraged to consider. Similarly, this juxtaposition between text 
and music in the first movement, suggests the process of “citational inclusion,” 
whereupon the structure conforms to that of the baroque da capo aria; the very 
inclusion of a somewhat archaic form demands the audience to question its very 
authenticity within the overall work. Furthermore, the work is indicative of the final 
hermeneutic window through its use of self-quotation. Kramer cites an example 
in Schubert’s String Quartet in A Minor, D. 804, where the composer incorporates 
the accompaniment from his own setting of Schiller’s poem Der Götter 
Griechenlands, in particular the line “Schöne Welt, wo bist du?” (Ibid., p.12) and 
comments on its impact: 
The impact of this new quotation is both to acknowledge the unhappy 
destiny of all Biedermeier innocence and to withdraw, perhaps self-
accusingly, from the illusion of a “schöne Welt” housed in the Andante. 
Schubert, however, is not quite ready to be borne darkly, fearfully afar. He 
qualifies his negative gesture with a dialectical irony by making the third 
movement a minuet – itself a relic of a “schöne Welt” gone by (Ibid.). 
This aspect of self-quotation is significant in a number of places in the portfolio. 
In the instance of Cabaret Songs, a melodic fragment reappears simultaneous to 
a recapitulation of imagery in the text, however the context in which it appears 
has changed dramatically, and thus the statement is imbued with a very different 
affect, in this case one of nostalgia and reflection.  
 
 
 
1 The only work which does not conform to this window is String Quartet No. 2.  
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Methods of text-setting 
Considering vocal music, a fruitful area of research was to be the act of word-
setting, thus the amalgamation of two distinct yet wholly congruent artforms 
(music and poetry) and for an effective symbiosis of the two the composer must 
be at all times aware of the characteristics of the text and its raison d’être in 
relation to the overall work. However, the desire to be purely creative and 
autonomous in regards to the use of text was also one which I strived to explore, 
therefore the portfolio forms a macroscopic spectrum from the inherently 
facilitative approach whilst incorporating text, through to the self-governing, and 
presents various methodologies in regards to word-setting, experimenting with 
the semantic content of a text versus its purely sonic, or phonetic, construction. 
In further considering word-setting, Derek B. Scott’s article ‘Mimesis, Gesture and 
Parody in Musical Word-Setting’ commendably categorises these three main 
methods of text-setting as, generally speaking, word-specific versus mood-
specific. More precisely he defines mimesis as: 
A composer’s attempt to provide a sympathetic expression of the words 
and to reveal their emotional content, employing musical signifying 
devices that sometimes operate at the level of individual words (Scott 
2005, p.11). 
Citing examples by Schubert (Der Wanderer), Bliss (Morning Heroes), and Gluck 
(Iphegénie en Tauride), Scott goes on to state that the relationship, more 
specifically the placement, between text and its mimetic musical extrapolation is 
paramount in the success of text-setting; instrumental interpretation more often 
anticipates the defining vocal expression, with the reverse creating an 
“unintentionally amusing” end result (Ibid.). 
In the orchestral work Totentanz, for example, I have opted to employ a 
predominantly ‘gestic’ approach to the handling of the text in the first and second 
movements. Scott, in concurrence with Berthold Brecht, describes this approach 
as “an attempt to provide an overall mood vehicle for the words” (Ibid. p.11). 
Giving Kurt Weill’s opera Die Dreigroschenoper as an example, Scott shows how 
the opening song, Die Moritat von Mackie Messer, (The Ballad of Mack the Knife), 
effectively introduces the character with an overarching gestural accompaniment 
alluding to his personal traits, though without seeking to psychologically analyse 
him. It is significant that the somewhat vicious text here: “And the shark, it has 
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teeth, And it wears them in the face. And Macheath, he has a knife, But the knife 
can’t be seen” jars uncomfortably with the jazz-led harmony and vamping 
accompaniment, leading to Scott’s interpretation of the word-setting used as 
“parodic” (Ibid., p.14). 
 
Pragmatism 
The facet of pragmatism is central to many of the works in the portfolio. The 
‘usefulness’ of some of the works, notably Five Introits, aids in the construction 
of the work, and at no point detracts from the final product through being 
subservient. John Dewey’s view of pragmatism and intellectual experience as an 
inherent part of aesthetics in art is certainly pertinent here as he comments on 
the inextricability of emotional response, meaning, and the relationship between 
objects in a particular event: 
It is not possible to divide in a vital experience the practical, emotional, and 
intellectual from one another and to set the properties of one over against 
the characteristics of the others. The emotional phase binds parts together 
into a single whole; “intellectual” simply names the fact that the experience 
has meaning; “practical” indicates that the organism is interacting with 
events and objects which surround it (1958, p.55). 
Works such as A Song to David, and Five Introits are concerned primarily with 
being useful, however this seeks to further highlight the aesthetic appeal of each 
work through their need to fulfil certain requirements. Whilst there is an obvious 
endpoint in both of these works, that is, an amount of time allocated to their 
performance in a greater scheme, it is the relationship of what has abetted the 
arrival of this culmination and the conclusion of the work that contributes to the 
aesthetics of each work (Ibid., p.39). 
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2. A Song to David  
In early 2013, I began working on a piece for SATB choir and organ to be 
performed by the Edinburgh Napier Chamber Choir during an evening concert at 
St. Giles’ Cathedral. The first consideration was choosing a suitable text that 
could provide an inherent structure for the work which would, in turn, influence 
the subject matter and mood of the choral piece, in this case a celebratory work 
commissioned with the purpose of commemorating the centenary of Benjamin 
Britten’s birth. Knowing that the work would be paired with Benjamin Britten’s 
Rejoice in the Lamb (1943), itself a setting of passages from Christopher Smart’s 
gargantuan poem A Song to David (1759-63), I hypothesised that in order to 
relate my new work with that of the celebrated composer, a significant factor 
would be to incorporate further verses from the same poetic work, with due care 
taken not to repeat any of the imagery found in Britten’s work. The poem 
possesses something of a hypnotic configuration, with the first word of each verse 
supplying much of the proceeding affect on which the rest of the stanza is built, 
with both the antepenultimate and penultimate verses of the 86-stanza magnum 
opus repeating the word “Glorious” (Smart 2013, pp.14-15), contributing toward 
an absolute reverence of God. 
The process of compiling the text to be used in the work considered a number of 
aspects, namely the imagery and narrative, though as with the majority of my 
work for voices, it was significant that the sung text was both idiomatic in terms 
of vocal production and comprehensible to an audience. In that regard, certain 
stanzas were deemed unfruitful in the pre-compositional process: the 
pronunciation of names such as “En-gedi” in the eighth stanza, and “Ziba” and 
“Mephibosheth” in the 14th would add unnecessary complication to the rehearsal 
process and therefore were removed as possible verses in my work (Ibid., pp.2-
3). Additionally, the presence of archaic language such as “champaign”1 and 
“nosegay”2 (Ibid., p.4) in verses 21 and 22 respectively would be unfamiliar to the 
majority of contemporary performers and audience members and were also 
excluded in process of text selection.   
 
1 Open countryside 
2 A small bouquet of flowers 
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I chose to begin the work by using the 10th stanza due to its pertinence in terms 
of narrative and content in conjunction with the aural quality of the language used. 
The opening two lines: “Sublime – invention ever young, Of vast conception, 
towering tongue,” (Ibid., p.2) seemed to epitomise Benjamin Britten as a 
composer both in terms of his creative output and his documented preoccupation 
with juvenility evident in many of his works, in particular the children’s opera, 
Noye’s Fludde. Macroscopically, the frequent build and subsequent release of 
harmonic tension during this section is emblematic of the youthfulness and 
innovation mentioned in Smart’s text with the constant rebirth of tonality and 
timbre. 
The subsequent verse was selected to deliberately contrast with the conclusion 
of the first. “Serene – to sow the seeds of peace,” (Ibid., p.3) seems to console 
the narrative from the previous line: “O’er meaner strains supreme” (Ibid., p.2), 
and ultimately ending the first section of the work in a restrained manner at the 
mention of God calming the world.  
The third stanza to be used would be a further contrast to both textual narrative 
and musical content, the latter of which is discussed below. There is a substantial 
shift from the image of God as a consoling presence to a protecting force against 
evil. The language here is markedly dissimilar to what has gone before in the 
piece: 
Strong – in the Lord, who could defy 
Satan, and all his powers that lie 
In sempiternal night; 
And hell, and horror, and despair 
Were as the lion and the bear 
To his undaunted might (Ibid., p.3). 
The vivid nouns, “hell”, “horror,” and “despair” (Ibid.), would prove a valuable 
source of inspiration due to their potential for musical expression and immediacy 
in terms of audience reception. Continuing in this vein, I included the first half of 
the 18th stanza which maintained the continuity of this image of God as protector: 
“He sang of God – the mighty source Of all things”, (Ibid., p.4) and it is the very 
act of singing that puts into practice the narrative content of this verse. 
Furthermore, the following stanza used, beginning: “For Adoration, on the 
strings,” (Ibid., p.12) with its inherently musical content is effectively represented 
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by a change of texture in addition to the colouristic effect in the organ through 
utilising its string stops.  
The concluding stanzas of Smart’s poem utilise the refrain “Glorious” (Ibid., 
pp.14-15) in order to build to a climactic end to the poetic work which would, in 
turn, be represented in this commission. It is during this section of the work that I 
decided to dissect the text to a fuller extent; the last line of the penultimate stanza: 
“Glorious the martyr’s gore:” (Ibid., p.15) is removed in order to maintain musical 
and narrative momentum, however at a slight detriment to the rhyming-scheme 
of the poem which is exclusively AABCCB throughout. Although the third line of 
the stanza is not answered by its rhyming partner, the presence of complete 
rhymes A and C still maintains a satisfying rhyming scheme. The last two lines 
used in my work: “Glorious Hosannah from the den; Glorious Amen”, have been 
altered in order to remove any inference of religious denomination. The original 
text, making reference to the “catholic Amen” (Ibid.), is clear in its written form to 
denote ‘all-embracing’, however its aural perception could be misconstrued by an 
audience with no access to the text used in the piece. Overall, the text begins by 
hopefully looking forward to the arrival of God at the end of the second stanza 
whereupon the language is more forthright. Following a brief moment of respite, 
and musically a recapitulation of the initial melody, the tension then builds once 
more to a climactic endpoint with a concluding “Amen”. 
Whilst the work utilises a text rife with sacred imagery, it is not intended to be 
used in the act of worship due to its length; the expected duration of an anthem 
is around four to five minutes, therefore A Song to David would prove too long to 
elicit its use in either a service of Eucharist or Choral Evensong. Ergo, the 
concluding “Amen” which brings the work to a close does not carry with it the 
finality of that utilised in a doxology, for example. This is reinforced by the 
continuity of the phrase “Glorious Amen”: rather than the customary hiatus, or 
other such separation before the word “Amen”, the phrase acts as a climactic 
arrival point whilst also fulfilling the rhyming scheme of the text.  
 
Location 
Consideration was given initially to pre-existing works written for celebratory 
events using collegiate choirs. Kenneth Leighton’s Hymn to Matter (1976), proved 
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a fruitful source of study in regards to the handling of music, imagery and text 
when approaching A Song to David. The work, for baritone solo, SATB choir, 
strings, piano and percussion, is a setting of words by the philosopher, priest, and 
geologist Pierre Teilhard de Chardin, the unabridged version of the text titled 
Hymn to the Universe (1961). The text itself displays a provocative dichotomy 
between creationism and Darwinism with religious imagery employed throughout, 
however with no express reverence of any deity. Having been commissioned by 
Edinburgh’s Heriot-Watt University to mark the opening of the chaplaincy, 
Leighton’s decision to use this particular text is clearly a well-considered one with 
regards to the strong engineering and scientific provision the university provides. 
The work therefore seamlessly incorporates three somewhat diverse disciplines: 
music, religion, and science, and is effective in transcending any boundaries 
which may be created between them.  
With the first two stanzas being rather psalm-like, in equal halves and separated 
by a colon, Leighton’s vast experience in liturgical music is evident here with 
similar rhythmic writing seen in each half of the ‘psalm’. With regards to harmony, 
Leighton places an onus on the augmented fourth (a characteristic often found in 
his output), creating a raw, earthy and somewhat mechanical sound heard in the 
very opening of the work; lower strings and piano play octatonic material 
constructed from two two-bar phrases placed above a pedal tritone, seemingly 
depicting the banausic monotony of manual labour (Fig. 2.1). 
 
 
 
 
 
 
Fig. 2.1 Kenneth Leighton. Hymn to Matter, p. 3 © 1998 by Roberton 
Publications, Tewkesbury. Reproduced by permission 
 
Together with the heavily accented lower register of the piano, additional tam-
tam strikes conjure the hammering of rock and the violence cited in Teilhard De 
Chardin’s text, acting as a prelude to the scene about to be portrayed.  
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Furthermore, it is evident that Leighton is meticulous in his use of harmony and 
rhythm at significant textual occurrences. Where Teilhard De Chardin uses a 
particularly striking image, more precisely an adjective followed by a noun, 
Leighton highlights the noun, effectively allowing the adjective, arguably the more 
musically significant part of the image, to be heard unimpeded. A notable 
example (Fig. 2.2) sees Leighton set the word “harsh” using the comparably 
nondescript sound of the perfect fourth, whilst the noun “matter”, described as 
such, bears a more dissonant tonality built from semitones and his characteristic 
augmented fourth in addition to the pithy articulation of accented staccato.  
 
 
 
 
 
 
 
 
 
 
 
Fig. 2.2. Kenneth Leighton. Hymn to Matter, pp. 4-5 © 1998 by Roberton 
Publications, Tewkesbury. Reproduced by permission 
 
Coupled with this approach to word-setting is the prolific use of unison and octave 
doubling in the choral writing, creating a notion of workers singing en masse in 
reverence, and in godly fear of their master, though permeated with an undertone 
of irony due to the repetition of the word “blessed” and the accented first 
consonant. As the work was to be performed by the Heriot-Watt University choir, 
an amateur ensemble made up of undoubtedly rather youthful singers, it is 
arguable that Leighton chose to use the choir as a predominantly homophonic 
force in order to facilitate ease of rehearsal and performance especially in regards 
to handling young voices (Smith, 2004, p.27). 
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The use of modal harmony is intended to contrast with the expectation of a work 
for choir and organ. The aeolian mode is employed in bar eight to provide 
harmonic interest and to colour the words, in particular the “towering tongue” 
(Smart 2013, p.2) of God. Due to its prevalence in much popular music of the last 
50 years, its inclusion here infers innovation through the inclusion of a feature of 
popular music vernacular.3 It is significant that the presence of popular music 
idioms almost jar with the listener’s expectation of a work for choir and organ, 
utilising a text replete with religious imagery, and also being performed in a place 
of worship. Furthermore, the lack of a sharpened leading note (D-sharp) in the 
choir’s first entry again diminishes the pull towards the tonic somewhat, and 
allows an effective transition into another key, in this case B minor at bar 13. The 
prevalence of modes, in addition to the pedal point at the opening, coupled with 
the grace note ‘Scotch snap’ in bar 10 displays a notable Scottish music 
vernacular. These aspects are found frequently in the music of Sir James 
MacMillan, in particular the pibroch technique which is a facet of much of his 
choral output, for example the work for choir and organ A New Song, in which 
MacMillan employs the scales and ornamentation akin to those of the bagpipes 
(Kingsbury, 2006, p.35). Acciaccaturas in the solo line of the organ at various 
points throughout the work further expand on the idea of pibroch ornamentation. 
As the cathedral is situated on Edinburgh’s Royal Mile, the presence of bagpipe 
music is something of a daily occurrence in the building, and this aural 
soundscape is effectively represented at pertinent points in the work. 
 
Performers 
In much the same way as Kenneth Leighton’s aforementioned Hymn to Matter, 
consideration had to be paid to the performers giving the work’s premiere, also a 
university chamber choir. Considering the extent of the programme for the 
concert, and appreciating that Britten’s work can be something of a challenge to 
amateur ensembles, the work was required to facilitate a performance taking into 
consideration the limited rehearsal time. Having a pre-existing knowledge of the 
choir, I was aware of the varying numbers of voices available per part, and due 
to the nature of a university choir – the yearly turnaround in terms of personnel 
 
3 Notable examples are R.E.M’s Losing My Religion (Out of Time, 1991) and Jimi Hendrix’s All 
Along the Watchtower (Electric Ladyland, 1968). 
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being a significant factor – I hypothesised that infrequent divisi passages would 
be beneficial in order to aid the work’s successful rehearsal process and 
subsequent performance. In this instance, as with a number of other choirs I have 
worked with, the tenor section was somewhat smaller in comparison to the others, 
and thus would be dynamically unbalanced with the rest of the choir. As a result, 
the alto section was used to bolster the section in difficult passages in the tenors’ 
passaggio from D to F# above middle C. Considering the passage at bar 28 (Fig. 
2.3) the altos initially sings in unison with the tenors before rising in pitch to create 
a three-part texture. Not only does this voice-leading benefit the execution of the 
passage, in addition it creates an effective texture which allows the two-part 
writing to gradually expand into three-part homophony. Having divided, the 
tenors’ subsequent F# in bar 31 is no longer as exposed as it forms the middle of 
the chord with the altos situated a minor third higher. 
 
 
 
 
   
 
 
 
 
 
 
Fig. 2.3. Dovetailing between voice parts 
 
As intimated above, vocal range was a significant aspect to be considered in 
writing for the ensemble, whose ability naturally varies from that of a professional 
choir; in addition to the alto and tenor doubling, a subsequent example is found 
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at bar 35, where the gradual ascent to the G sharp is realised by the organ rather 
than the sopranos in order to better preserve the relatively quiet dynamic at this 
point. In addition, the quiet organ stop utilised for this chord would imitate the 
sound of the choir here allowing for an amalgamation of timbre, thus supporting 
the voices without overpowering them (Fig. 2.4). 
 
 
 
 
 
 
 
 
 
 
 
Fig. 2.4. Effective voicing of chord in a high tessitura 
 
After the work’s premiere, a number of aspects of the organ part were revised 
with the assistance of both Peter Backhouse (the performer who gave the 
premier) and Simon Niemiński: namely the addition of “solo” markings and the 
specification of manuals. Suggestions for various stops have been included in 
parentheses in order to allow the work to be as practical as possible for buildings 
that may not house an instrument as large as the Rieger present in St. Giles’. 
  
Audience 
The communication of the text to an audience through the use of various musical 
signifiers is of vital importance in this piece in common with the rest of my output. 
After compiling the text for the work, ultimately using 31 of Smart’s 517 lines, a 
ternary structure for the work was conceived. An initial unison melody is  
recapitulated towards the end of the work, with various excursions into more 
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polyphonic textures and subsequently interspersed with organ interludes, 
allowing the instrument to be fully incorporated into the work, providing a vital 
structural rather than purely accompanimental role.  
Significant key areas throughout the work are notable in their gradual ascent from 
the initial key of E major through to B-flat major and then concluding in F major. 
This initial key relationship, the tritone being the most distant to the home key, 
represents the polarity between the two contrasting images of God: solace and 
strength. A number of modes are employed (in addition to the relative minor) as 
the piece progresses in order to colour the harmony at certain points by drawing 
on the practice of folk singing, in particular the flattened seventh, though whilst 
still maintaining an overriding sense of key (Table 2.1). 
 
Bars 1-7 Bars 8-12 Bars 19-36 Bars 37-56 Bars 57-66 
E Maj E Dorian C# Min E Maj/E Min/ 
E Dorian  
(C Lydian) 
F Maj 
     
Bars 67-84 Bars 85-89 Bars 90-114 Bars 115-120 121-141 
F Min G Min A Min/  
C Dorian 
B-flat 
Maj 
F Maj 
 
Table 2.1. Key relationships in A Song to David 
 
The opening organ passage at the outset of the work sets the mood and affect of 
the A section. The first inversion E major chord allows a key to be established, 
however the voicing of the chord, with the third in the pedal part at written pitch, 
somewhat undermines the tonic chord by removing the foundational capacity that 
the tonic note possesses in root position. Where the tonic E is heard in the bass 
in bar three of the left hand manual, the prior A sharp has modulated this 
introductory material to the dominant key of B major, with the E acting as the 
subdominant of the new key. The following bar further defers this gravitational 
pull towards the tonic by the inclusion of a dominant pedal in the organ and further 
strengthened by the addition of the 16-foot pipe (Fig. 2.5). 
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Fig. 2.5. Organ introduction in A Song to David 
 
Following this transitory organ passage, the choir enters with a melody in unison 
and octaves, forming something of a strong yet relatively quiet introduction. Each 
singer is actively engaged in this initial musical act, much the same as the 
homogeneity of a worshipping congregation, in particular through the singing of 
hymns and responsorial psalms. Harmonically, the dominant pedal which 
sustains through this section is a precursor to the concluding bars of the work 
and maintains a feeling of stasis above which the lilting melody can be easily 
discerned. However, the flattened seventh present in the organ in the second full 
bar of the choir’s material again creates tension through the use of harmonic 
uncertainty.  
Considering timbre, the homophonic texture at the work’s opening is effective in 
contrasting with the subsequent two-part writing which is to follow at the mid-point 
of the first stanza in the upper voices (Fig. 2.6). 
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Fig. 2.6. Opening choral unison/octaves 
 
In order to achieve a unified and cohesive sound in the choir, I have used octaves 
between upper and lower voices; this texture, and indeed melody, reoccurs later 
on in the work and is easily recognisable by the audience due in part to the 
relative simplicity of the voicing at this point.  
The soprano and alto lines are then divided at the lines “Notes from yon 
exaltations caught,” (Smart 2013, p.2) whereupon the texture, though still 
predominantly homophonic, expands into a two-part melody in the upper voices 
(Fig. 2.7). This shifting texture of divided voices is only briefly explored here in 
order to fully exploit the contrast of timbre which occurs later on in the work. 
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Fig. 2.7. Textural expansion in soprano and alto 
 
A similar texture is used for the tenor and bass entry following this incorporating 
the start of the second stanza of the poem, thus creating a duality between upper 
and lower voices. As the texture at the opening of the work was intended to be 
as homogenous as possible, epitomised by the very first choral entry, the aspect 
of dovetailing is a significant feature in regards to voice-leading. The altos’ first 
four pitches at bar 28 are in unison with the tenors; subsequently the sopranos 
echo this method at their entry in bar 32 in order to achieve a sinuous melodic  
contour between all parts whilst maintaining as legato a line as possible. 
Tessitura plays a vital role in this opening section of the work, with focus placed 
on the contrast between upper and lower voices; the initial duet between the 
sopranos and altos makes way for the tenors and basses joined by altos, before 
the tessitura rises again with the sopranos’ entry in bar 32. This gradual ascent 
benefits both variety of texture and seeks to enhance the meaning of the words; 
whereupon the text makes mention of  “How sweetly Kidron purled,” (Ibid., p.3) 
the sopranos join the phrase in order to achieve a lighter and more delicate 
timbre, contrasting with the somewhat denser texture which came before in the 
lower voices. Furthermore, the absence of a bassline between bars 33 and 41 is 
instrumental in establishing anticipation before the build in dynamic between bars 
42 and 45 and further highlights the text at this point. 
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A significant textural device occurs in the unaccompanied choral phrase which 
directly follows this. Here, a solo voice establishes an inverted pedal which the 
rest of the choir then joins and gradually descends from, creating a ‘dissolving’ 
effect which moves from consonance on the strong beat to dissonance, and then 
resolves again on the next strong beat. Due to the relatively quiet dynamic and 
the tessitura of the phrase, the altos begin a minor third lower for ease of vocal 
production. Again this technique centres around the choral unison, with the 
exception of the alto part, which gradually descends through each voice part, a 
characteristic which can be found numerous times elsewhere in my output as well 
as in the portfolio. This technique suggests both unity and individuality by 
establishing a unison pitch in all voice parts which then gradually alters in both 
timbre and texture to allow the various voice parts to be revealed. The quasi-
improvisatory sound here is derived from the process of ‘lining-out’, found most 
notably in Gaelic psalm singing, a technique very much still in use in the Outer 
Hebrides. The New Zealand-based musicologist and performer Noel Meek 
describes the link between the soundworld and the Scottish coastline: 
Gaelic psalm singing is a syncretic form of combining the conservative 
traditions of the Scottish Free Church with the freewheeling improvisatory 
movements of folk music… It’s a beautiful and bleak sound, often 
compared to the landscape of the Hebrides and the rolling Atlantic Ocean 
(Meek, 2016). 
The contour of Gaelic psalm singing is characterised by the gradual ascent and 
descent of pitch which momentarily gathers on a unison in all voices. In A Song 
to David, the unison is replaced by a sixth between tenors/basses and altos, and 
a third between altos and sopranos. This texture seeks to strengthen the meaning 
of the words; the furthering of knowledge is represented by the initial interval of a 
minor third which is first established by the solo soprano, and whilst the harmony 
expands beneath it, the ‘seed’ of the phrase is maintained. Of note is the handling 
of the texture upon the words “silence vice” (Smart 2013, p.3). An immediate 
cessation of the sound here would have proved predictable in addition to halting 
the harmonic impetus which has gathered during this section, therefore a rapid 
change of texture is utilised to better realise the text. Both the gathering of the 
voices onto a unison pitch, coupled with the removal of the solo part above allows 
the momentum of the music to be maintained in addition to highlighting the 
sudden dynamic and harmonic contrast on the word “vice” (Ibid.) in the following 
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bar (Fig. 2.8). Furthermore, due to the high tessitura and the quiet dynamic, the 
basses are removed from the voicing ensuring that their entry in the subsequent 
bar is more impactful. 
 
 
 
 
 
 
 
 
 
Fig. 2.8. ‘Dissolving’ choral texture 
 
The subsequent build in dynamic directly following this section is again 
instrumental in moving the piece forward. A similar technique to the one 
described above is utilised in the organ at this point; the additive harmony in the 
right hand is symbolic again of an initial ‘seed’ being expanded upon, in this case 
the D natural sung by the choir in bar 42. By sustaining these pitches, the organ 
accompaniment progressively builds in volume and harmonic density whilst at all 
times allowing the choir to be heard. This build in intensity leads to something of 
a false climax, with the pedal point in the organ undermined by the early move to 
the G natural appearing to cut short this climactic phrase and forcing the music 
into the tonic minor at bar 46 (Fig. 2.9). 
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Fig. 2.9. Additive harmony and false climax 
 
As with the outset of the work, the organ is significant in heralding the prevailing 
mood and character of the B section. The use of two modes is significant in 
maintaining harmonic ambiguity; an anticipated cadence into C lydian is rapidly 
replaced by E dorian in bar 50. The lydian mode, characterised by its sharpened 
fourth which seems to strive for the dominant, is indicative of the text here, in 
particular “And plant perpetual paradise” (Ibid., p.3). Whilst a significant moment 
of arrival has been reached, this pull towards G major allows the music to 
maintain its momentum through this organ passage; being a major mode, the 
‘calm’ mentioned in Smart’s text is effectively represented, however the pull 
towards the dominant signifies a yearning for the next phrase and, indeed, a 
further change of texture.  
Grace notes gradually pervade the melody, somewhat detracting from the 
serenity of this section in order to effectively build towards the next climactic 
section. The influence of bagpipe music is further exemplified by this use of the 
dorian mode; whilst not the most common mode for bagpipe music, it can be 
found in a number of tunes including Farewell to Decorum (Snyder, 2015).  
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Similarly, the change of texture, from monody to a more imitative polyphonic one, 
is facilitated through these grace notes, allowing the fanfare passage which 
follows to be seemingly a derivation of the previous material, however this time 
with a greater number of voices and ever-increasing entries of these acciaccatura 
figures (Fig. 2.10). 
 
 
 
 
 
 
Fig. 2.10. Building acciaccatura figures 
 
Harmonically, the cadential relationship between bars 55 - 57 is significant, as 
the anticipated perfect cadence into A major is abandoned and, instead, the key 
rises by a semitone to F major. Again, this is indicative of the text here with the 
strength of the Lord being represented by the gravitational shift in terms of 
cadential relationship; whilst the dominant-tonic expectation has been 
established it is immediately circumvented by a shift to the unrelated key of F 
major.  
After this climactic passage, the choir enters high in their voices, again in unison 
and octaves. The dynamic here is significantly louder than the majority of the 
preceding music, facilitating the placement of voices at a higher pitch, and whilst 
the altos and basses are at the very upper limits of an acceptable choral range 
they are doubled by tenors and sopranos to create a powerful cathartic 
declaration of praise (Fig. 2.11). This powerful unison sound is once again 
representative of the text; a ‘strong’ timbre is achieved by the high tessitura and 
en masse singing of the melodic line. A further aspect of word-painting is 
apparent in bars 59 and 60 whereupon the words “who could defy” (Smart 2013, 
p.3) are highlighted by the hemiola in the melody; the defiance of Satan is here 
akin to the distortion of the downbeat further emphasising the strength of God.  
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Fig. 2.11. Louder dynamic at higher tessitura 
 
In terms of harmony, the B section of the work is the most transitory, passing 
through E minor, F major, F minor, G minor and ending in A minor. The gradual 
ascent in tonality is employed in order to exploit the imagery in the text at this 
point, in particular “hell, horror, and despair” (Ibid.) where the key is unsettled and 
the high tessitura and strained sound of the lower voices adds to this grotesque 
imagery. A mimetic approach to word-setting is utilised to contribute to specific 
areas of word-painting, an example being the false-relation appearing in bar 75 
between the tenors/basses and sopranos; whilst the D-natural in the upper part 
draws the tonality to E-flat major, the D-flat below it tends toward the relative 
minor. The intensifying nature of the words here is reinforced by the call and 
response used in the tenors/basses in bar 79 and subsequently the 
sopranos/altos in bar 85; the rise from F minor to G minor exemplifies the 
“stupendous force” (Ibid., p.4) in the text, with the organ acting as the very 
embodiment of strength in manoeuvring the tonality of the work upwards, further 
emphasised by the hemiola in bar 89 (Fig. 2.12). 
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Fig. 2.12. Subsequent use of hemiola 
 
The melody at the outset is returned to for this final section of the work, though a 
recapitulation is merely hinted at; the melodic contour is the same, however this 
time transposed down a third and sitting lower in the voice. The tempo has been 
relaxed somewhat in order to imbue the familiar melody with a greater level of 
reflection, further strengthened by the breaks between phrases being extended. 
The overriding affect here is one of comfort and solace in comparison to the 
sanguinity of the opening which is further strengthened by the relatively static 
accompaniment relying heavily on the organ’s string stops to allow for a change 
of texture. Whereas the move away from unison to harmony in bars 44 and 45 
was something of a climactic arrival point (the tierce di Picardie here reinforcing 
this), the comparative figure at bar 110 encapsulates the overriding sensation of 
tranquillity aided by the added ninth chord on the word “soothe” (Ibid., p.12). From 
this point until the end of the work, both the dynamic and harmonic intensity of 
the work increases. The texture of the voices is constantly in flux, at times the 
unison or octave figuration is employed to build to a climax, before four-part 
harmony is utilised to highlight certain imagery in the text, particularly on the word 
“Glorious” where the anticipated perfect cadence between bars 123 and 124 is 
finally heard (Fig. 2.13). 
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Figure 2.13. Harmony used to strengthen text 
 
Furthermore, the increase in dynamics coupled with the ascent in pitch through 
this phrase are paramount in building tension towards the climax of the work at 
bar 124 whereupon the high tessitura is facilitated by the loud dynamic and 
relatively slow quaver rhythms allowing the text to be easily enunciated.  
The organ accompaniment is used as an extension of the choir’s range, similar 
to the example given above in bar 36 (Fig. 2.4); whilst the Bb would be effective 
as the highest note in the soprano line maintaining the descending contour of this 
phrase, such a high pitch would not prove idiomatic to the vocal writing due to the 
difficulty of enunciation in this tessitura. Rather than merely double the soprano 
melody here, the organ is given its own countermelody, assuming a melodic role 
rather than a purely pragmatic one. Furthermore the harmony is intensified by the 
use of dissonance and resolution; the countermelody in the right hand utilises a 
9-8 suspension on the first beat of bar 126 in order to emphasise the text here, in 
particular the word “alarm” (Ibid., p.14). Whilst the minor sixth at the end of this 
bar is notated with accents and staccato marks, a technique which isn’t strictly 
idiomatic to the instrument due to its somewhat limited articulatory capabilities, 
the marking is included to suggest that these pitches should emerge from the 
texture (Fig. 2.14). 
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Fig. 2.14. Organ countermelody 
 
A dominant pedal is used in bar 130 in the organ part in order to build intensity 
toward the concluding lines of the work: “Glorious Hosannah from the den; 
Glorious Amen.” The initial duality between sopranos/altos, and tenors/basses 
then expands into four-part harmony at the mid-point of the line to reinforce the 
ever-growing ecstasy which Smart’s text exhibits. This shift in choral texture is 
then repeated in the next bar through the use of an initial unison in bars 135 and 
136 moving into a final seven-note chord in the choir (Fig. 2.15).  
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Fig. 2.15. Expanding choral texture 
 
Although the text is repetitive here, the music which surrounds it is constantly in 
flux; the shift in both accompanimental texture and tonality at bar 135 is indicative 
of the affect associated with each repetition of the word “Glorious”, in particular 
whereupon it is heard on its own proceeded by moment of respite, as though the 
protagonist has been overcome by emotion. Again, the transitory nature of the 
tonality employed is effective in maintaining the tension instilled throughout the 
A’ section. The harmony at the work’s conclusion is a conscious effort to refrain 
from using a typical perfect or plagal cadential progression, the latter alluding 
most perceptibly to the liturgical Amen. Instead, the modal relationship between 
E-flat and F acts as a seamless transition into the home key of F major without 
over-emphasising the penultimate chord.  
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3. Five Introits 
In October 2013, I was approached by the Organist and Master of the Music of 
St. Giles’ Cathedral, Michael Harris, to compose a collection of five introits for use 
by the Cathedral Choir in their weekly service of Choral Eucharist. A number of 
short texts were supplied in consultation with the Minister and the Master of the 
Music, the majority of which were excerpts from psalms in addition to the 
Pentecostal sequence, Veni, sancte spiritus.1 With the exception of the latter, 
each of the psalm texts took the form of a bipartite clause: an initial declaration 
or call to prayer followed by an affirmation of praise. The excerpt from Psalm 139 
featured a slightly different configuration being in three parts, though still 
maintained something of this duality. This formation suggested that a binary form 
would be most conducive to setting the various texts, and this structure is adhered 
to for all but one of the collection.  
 
Location 
A significant aspect of the collection was the relatively restrictive time-constraint 
of the individual work; each had to be around one minute in duration and would 
be sung unaccompanied from the Preston Aisle in the south end of the building, 
out of sight of the majority of the congregation and prior to a processional hymn. 
Therefore each introit had a relatively short amount of time in which to establish 
its character and mood; the introit is often the first piece of liturgy the congregation 
will hear and is selected in order to reflect the overriding liturgical content of the 
service as a whole. Notably, texture is a significant vehicle for communicating the 
various moods of each text, with the disparity between unison singing and 
polyphony embodying much of the semantic content of the words. Furthermore, 
the distribution of voice parts is closely associated with the overall atmosphere of 
each work; the celebratory introit Come, thou Holy Spirit utilises all eight voice 
parts in addition to a soprano soloist, in turn producing a denser homophonic 
texture and thus establishing a fuller harmony with which to reflect the triumphant 
nature of the words. As each of the texts took the form of a general call to prayer, 
the affect of each introit was paramount in contributing to its construction and 
 
1 Come, Thou Holy Spirit 
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subsequent inclusion in the service. In order for the introits to be as flexible as 
possible, it was vital that the musical content be conducive to both a solemn or 
ferial act of worship, and that of a celebratory or festal service. The table below 
details the musical content of each of the collection of introits in addition to its 
overriding affect (Table 3.1). 
 
Introit Call to 
Remembrance 
Search me, O 
God 
Hear me, O 
God 
I will praise 
the name of 
God 
Come, thou 
Holy Spirit 
Key  Minor Minor, 
major 
resolution 
Minor Major Major 
Musical 
Content 
Homophonic, 
question and 
answer 
Monodic, 
tenor melody, 
chanted 
accompaniment 
Fugato,  
homophonic 
 
Polyphonic, 
canonic 
entries, 
homophonic 
Homophonic, 
unison, 
expansive 
harmony 
Predominant 
Affect 
Solemn Celebratory Solemn Celebratory Celebratory 
Voice 
Distribution 
SATB SSAATBB SATB SSAATBB Sop. solo 
SSAATTBB 
 
Table 3.1. Overriding musical aspects of Five Introits 
 
Performers 
Additionally, the distribution of voice parts would act as an important factor in the 
construction of each introit. As I was aware of the formation of the choir, that is, 
two choirs of SATB, orchestration involving double choir would certainly be 
feasible. However, as the raison d'être of the collection was focused on 
practicality, it was hypothesised that employing various configurations would 
allow for any changes in personnel within the choir as well as being suitable for 
smaller parish church choirs. Furthermore, this allowed a more thorough 
exploration of texture as well as harmony, the former being a significant aspect 
when handling only four voice parts. In addition to stipulation on length, these 
apparent self-imposed limitations were instrumental in the pre-compositional 
stage of the collection; rather than restricting the creative approach, I was able to 
focus on aspects of harmony, melody, and texture to ensure that each of the five 
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introits had its own particular affect and soundworld. Igor Stravinsky comments 
on this method of limitation in his Poetics of Music:  
The more art is controlled, limited, worked over, the more it is free… my 
freedom will be so much greater and more meaningful the more narrowly 
I limit my field of action and the more I surround myself with obstacles. 
Whatever diminishes constraint, diminishes strength. The more 
constraints one imposes, the more one frees one’s self [sic] of the chains 
that shackle the spirit (1974, p.63, 65). 
 
Audience 
As intimated above, the texts to be used in the commission were prescribed by 
the Minister and Director of Music. Initially, I was provided with a selection of nine 
separate psalm verses in addition to the Pentecostal sequence. The majority of 
the verses featured first person pronouns, for instance: “Hear me, O God in the 
multitude of thy mercy; even in the truth of thy salvation” (Psalm 69:v.14). 
The personal aspect of this text was a significant factor to be considered in the 
compositional process; each singer is directly involved in the act of worship by 
the very fact that they are making reference to themselves in the text. The above 
text offered the possibility of realising this idiosyncratic act by utilising solo lines 
in each voice part to represent the individual plea of the singers involved. 
Therefore, an imitative texture was deemed the most suitable for this text, an 
analysis of which is given below. Going beyond this is the aleatoric material used 
to express the line “And see if there be any wicked way in me,” (Psalm 139:v.24) 
whereby the individual singer is heard independently of the same voice type, 
further emphasising the personal involvement each performer has with the text. 
Contrary to this were the more universal sentiments which beckoned to God for 
forgiveness, for instance: “Call to remembrance O Lord thy tender mercies: and 
thy loving-kindnesses which have been ever of old” (Psalm 25:v.5). In this case, 
with the absence of the first person, a more homophonic texture could be 
employed without the danger of undermining the very content of the words which 
the soliloquising of the aforementioned verse exemplifies.  
Above all, the text had to be discernible to the congregation, thus a number of 
methods were employed to allow for this. Namely, the repetition of text in addition 
to an idiomatic handling of the voice; utilising effective ranges in each voice part 
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would ensure that the text could be articulated clearly. Also, knowing that the 
acoustic of the building offered a long decay meant that the delivery of the text 
should be rather slow in order to maintain clear diction and aid in comprehension 
of the various psalm verses.  
 
I. Call to Remembrance 
Call to remembrance O Lord thy tender mercies: and thy loving 
kindnesses which have been ever of old (Psalm 25:v.5). 
The first of the Five Introits, using an excerpt from Psalm 25, focuses on unison 
writing in the tenors and basses, and subsequently in the sopranos and altos. 
Furthermore, the call and response aspect of the opening motif is demonstrative 
of the text at this point; “Call to remembrance” (Psalm 24:v.5) is exemplified in 
the opening phrase through the homogenous sound of the tenors and basses 
doubling at the unison, then joined by the upper voices reiterating this melody 
transposed up a tone. The dovetailing of these entries allows the melodic phrase 
to flow through each voice part, and aids in adding harmonic and textural interest, 
demonstrated by the occasional use of non-unison notes, for example in bar 3 of 
the work whereupon the tenors move to the F-sharp above the basses (Fig. 3.1). 
 
  
  
 
Fig. 3.1. Harmonic expansion of unison phrase 
 
This addition of extra notes gradually gains in prominence as each entry is heard. 
The third iteration of the motif in bar 4 sees the harmony expand in the men’s 
voices to include thirds and fourths between the voice parts not only as a means 
of textural diversity but indeed to facilitate the vocal range of each part: what is 
comfortably at the upper range of the tenors’ voices would not prove idiomatic for 
the basses. Whilst the basses’ melodic contour does not exactly follow that of the 
preceding phrases, the concluding interval of a descending minor seventh is 
maintained to retain similarity with the tenors’ melody. Following on from this, bar 
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8 sees the roles being substituted between these two parts; the basses now 
assume the original melodic contour whilst the tenors colour this with harmony 
notes (Fig. 3.2). 
 
 
  
 
 
 
Fig. 3.2 Interchanging roles between tenors and basses 
 
Stretto is used in order to better drive the music toward the mid-point at bar 10; 
the close proximity of vocal entries seems to suggest the interjections which 
would take place during an animated conversation. In addition, this increasingly 
dense concentration of vocal parts aids in intensifying the texture in the lead up 
to the climax of the introit. An example of this feature occurs at bar 6, whereupon 
the sopranos and altos begin their phrase two crotchets before the previous 
dovetailing material. Whilst rhythm is, for the most part, maintained in each entry, 
bar 8 sees the sopranos elongate the quaver to a crotchet on the first beat of the 
bar. Due to the pitch being rather high in the voice, the note would be at risk of 
sounding somewhat snatched and relatively weak, therefore by doubling its 
duration it is more practical for the singer to perform and more easily discernible 
by the listener (Fig. 3.3). 
  
34 
 
 
 
  
 
 
 
Fig. 3.3. Stretto and elongated soprano note 
 
The key area of each entry follows the octatonic scale, beginning on A in bar 1 
and then moving through B, C, D, and E-flat with each subsequent entry. This 
gradual ascent in pitch coupled with the stretto technique used between entries 
is effective in driving the work towards its mid-point prior to the E-flat entry in the 
altos and basses in bar 11. As Call to remembrance was to remain somewhat 
restrained in nature, the anticipated dynamic climax at this point is avoided in 
favour of a change in texture; whilst still providing a contrast to the material heard 
before, the relatively quiet dynamic maintains a contemplative soundworld which 
gradually reduces in volume prior to the final cadence. It is at this point that the 
four parts are finally heard together in homophony in order to allude to a sense 
of pastiche at the words “which have been ever of old” (Psalm 25:v.5) whereupon 
the final cadence is devoid of a third evoking the harmonic language of 
Renaissance and Baroque polyphony used by composers such as Thomas Tallis 
and later, Henry Purcell.2 Where the leading-note E would be expected to sound 
in the penultimate bar, it is delayed until after the final cadence in order to avoid 
a typical perfect cadence. Instead, the resolution to the unison F between 
sopranos and altos is effective in maintaining the focus on unison writing. This 
feature can be found numerously in Baroque music, most notably in Purcell’s 
Hear My Prayer, O Lord, where the final cadence demonstrates this dissonance 
between the leading note and the anticipatory tonic in the two soprano parts (Fig. 
3.4). 
 
2 A notable example of a cadential open fifth is found in Tallis’ motet If ye love me (first 
published 1565). A later example is the striking end of the Kyrie in Mozart’s Requiem (1791).  
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Fig. 3.4. Cadential dissonance in Purcell’s Hear My Prayer, O Lord 
 
II. Search me, O God 
Search me, O God, and know my heart: try me, and know my thoughts: 
And see if there be any wicked way in me, and lead me in the way 
everlasting (Psalm 139:vv. 23-24). 
The second introit is also in binary form; texturally, the initial melodic material in 
the tenors gives way to homophony in the latter part of the introit, where the 
harmony is more dense and encompasses far more of the full pitch spectrum of 
the choir. Whilst a major tonality is suggested at the opening, the A-sharp in the 
first soprano and the E-natural in the first basses seemingly conforming to F-
sharp mixolydian, this is almost immediately eradicated with the first entry of the 
tenors whose A natural in bar 3 is retained throughout the introit. This ambiguity 
in terms of tonality between F-sharp mixolydian and F-sharp minor seeks to 
represent the pursuit mentioned in the text; as the psalm beckons for God to 
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“search me” (Psalm 139:v.23), so does the music reflect this in its meandering 
through various key areas (Table 3.2). 
 
Bars 1-3 Bars 3-4 Bars 5-9 Bars 10-13 Bars 14-16 Bars 17-18 
F# 
mixolydian 
F# minor E 
mixolydian 
B minor C# minor E major 
 
Table 3.2. Prevailing harmonic structure 
 
The tonalities given in Table 3.2 are merely suggested by the melodic content of 
the tenor line as the surrounding harmony for the opening of the work is 
constantly in flux. Of particular note is the ‘cascading’ phrase used in the 
sopranos and altos at bar 5 with the descending lines momentarily gathering on 
specific pitches and the prevalence of major seconds between the voice parts. 
This technique is somewhat akin to the ‘dissolving’ technique utilised in A Song 
to David, however this time on a much smaller scale. As the first and second 
soprano parts sing the unison pitch F-sharp on the second beat of bar 5, the alto 
descends to the E-natural, which is then assumed by the second soprano, leaving 
the first soprano to sustain the initial F-sharp. This gesture is then completed by 
the passing D-sharp in the altos leading ultimately to the C-sharp, transitorily 
landing on a chromatic cluster on the last beat of the bar (Fig. 3.5). 
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Fig. 3.5. ‘Cascading’ gesture 
 
This ‘searching’ is further strengthened by the textual counterpoint which occurs 
in the accompanying voices. Whilst my methodology of text-setting for the 
majority of my work focuses on clarity of text, typified by similar vowel sounds 
being heard simultaneously, here I deliberately skew the vocal entries to ensure 
that the words “Search me” (Psalm 139:v.23) are continuously emerging from the 
accompanying texture in an attempt to present these ‘background’ voices as an 
opposing force to the solo line present in the tenors. Again, a point of arrival 
occurs in the middle of the introit at bars 7 to 9 where the texture is immediately 
altered to include only mid-range pitches, and halting the hitherto omnipresent 
‘wandering’ polyphony of the accompaniment. This shift in texture is effective in 
drawing this first section to a close before the following contrasting timbre. In fact, 
the minor third between the upper voices and the tenor in bar 8 is the smallest 
interval to be heard independently in this introit, with the eventual shift in harmony 
to A major in the following bar acting to consolidate this initial search as the text 
intimates “and know my thoughts” (Psalm 139:v.23). The ambiguity of key area 
is yet again prominent in the penultimate bar of the introit; one anticipates that 
the subdominant chord of A major will move to the dominant and end with a 
perfect cadence, however the fall of a tone in the second basses arrives at a G 
major seventh with an added sixth and ninth. Whilst the resolution to the G-sharp 
in the altos completes the E major chord at the introit’s conclusion, the added 
sixth and ninth in the sopranos and second altos stop the cadence being turgid 
and predictable (Fig. 3.6). 
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Fig. 3.6. Harmonic ambiguity at final cadence 
 
A short linking passage occurs between bars 10-13 in which the tenors still retain 
the melodic focus however the accompanimental texture now shifts to a more 
sporadic chanting of the text in the rest of the voice parts using controlled 
aleatory. The intention here is to create a quasi-whispered harmonic backdrop 
which sustains at first a B minor and then D major chord on top of which the solo 
line can be easily discerned. The resultant texture that this technique garners is 
effective in further framing the accompanying voices and solo line as two distinct 
forces; the former timidly asking for God’s judgement whilst the latter brazenly 
demands reckoning. The technique can be found in a number of contemporary 
choral works, most notably in Jonathan Dove’s Far Theatricals of Day (2003). 
The quiet dynamic employed in Dove’s work is reflected in my work and creates 
an atmosphere of excitement and anticipation through both the direct change of 
texture in addition to the shift in tonality. Of course, the polyphony in this section 
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could have been notated to ensure that each voice part was rhythmically 
independent of the next, however this was deemed to be unfruitful in terms of 
rehearsal time; a similar effect could be achieved by allowing each singer a 
certain degree of aleatoricism. 
Although not contained in the portfolio, a further example of this is in my work Os 
Mutorum (2012), written for and premiered by CoMA Voices, directed by Sarah 
Leonard. The ethos of the choir is to perform and commission contemporary 
music which can be effectively sung by amateurs, whose experience of 
contemporary choral music may be very limited. For this work I chose to use an 
excerpt from the Inchcolm Antiphoner, providing both text and melodic content. 
Whilst the latter adheres exclusively to the original plainchant, again the textural 
backdrop created by the accompanying voices is significant. This ‘chanting’ figure 
is more gradually intensified by adding further portions of the text as the section 
progresses and, as a result, progressively obscuring the text which is sung by the 
altos, tenors, and basses. This is remedied by the inclusion of the plainchant in 
the sopranos at a higher tessitura, allowing both melody and text to be heard (Fig. 
3.7). Furthermore, this technique seems to imply something of a ‘mob’ mentality; 
the other voices gradually assume the text which is being sung by the sopranos, 
creating an interpersonal relationship between the voice parts.   
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Fig. 3.7. Aleatoric example in Os Mutorum 
 
The influence of folk song is particularly notable in this introit; as is apparent in A 
Song to David, the presence of grace notes again makes reference to pibroch. 
The irregular placement of these grace notes is intended to sound improvisatory 
and act as distortions to the pitch rather than highlighting specific areas of text as 
is prevalent elsewhere in the portfolio.3 Considering the melodic material 
beginning in bar 10, the grace notes here are placed upon the inconsequential 
words “be” and “in” (Psalm 139:v.24), and are  organically derived from the 
harmony surrounding them; the F-sharp in bar 11 originating in the first bass 
followed by the D-natural which subsequently becomes the root of the D major 
added 9th chord in the second half of bar 12 (Fig. 3.8). 
  
 
3 The vocal inflections and techniques used in Cabaret Songs are intended to draw attention to 
certain imagery prevalent in Rimbaud’s text.  
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Fig. 3.8. Grace notes deriving from surrounding harmony 
 
The reliance on perfect fourths and fifths between both bass parts at the outset 
of the introit is again a nod to folk music textures, in particular the drone.4 The 
parallel movement of the two seeks to further strengthen this idea, and with pre-
existing knowledge of the building and its acoustic (one that favours the range 
between middle C and its octave below) this opening declaration would provide 
a solid though relatively quiet foundation from which to build the rest of the introit.  
For the most part, I have strived to maintain a seamless transition between 
differing textures through dovetailing of the vocal parts. For instance, at the end 
of the first phrase of the tenor melody in bar 6 and its subsequent antecedent 
material in bar 7, the accompanying voices cover the breath that the tenors will 
need to take between phrases. A similar device is employed two bars earlier, 
however in this case the break is utilised to facilitate the comma in the text; again 
the voices cover this break by sustaining their own melodic line. Through this 
continuous maintaining of sound, the break in bar 9 is further highlighted and is 
able to effectively demarcate this initial A section from the linking material leading 
on to section B. The beginning of the latter is heralded by the tenors, whose G-
sharp becomes a gathering note for the rest of the choir, with the exception of the 
basses who begin a major second below. Again, the coinciding of the diminuendo 
in sopranos, altos, and basses allows for no gap in sound, thus each musical 
phrase is continuously driving towards the next.   
 
4 Of note is the hurdy-gurdy, which relies on four drone strings tuned either a perfect fourth or 
perfect fifth apart (Muskett, 1998 p.10-11). 
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This technique is used most notably in William Henry Harris’ work for double 
choir, Faire is the Heaven (1925), where the composer employs the two choirs 
as a means of creating a perpetuum mobile throughout the piece. Setting a text 
by 16th century English poet, Edmund Spenser, Harris uses both dovetailing 
between the choirs and canonic entries to achieve a continuity of sound.5 
Considering the dynamics of the opening of the work, the second choir maintains 
a quiet dynamic throughout the opening three bars, above which the first choir 
crescendos and diminuendos in order to create a ‘wave’ effect which drives 
towards the change of harmony in the second bar. There follows a number of 
canonic entries between both choirs, beginning with choir one in bar 2 which is 
then repeated in bar 6 by the latter, however this time with various 
embellishments to the inner parts, particularly the alto. Similarly, the subsequent 
entry in bar 9 is treated in much the same manner, with an added appoggiatura 
in the second soprano part alongside rhythmically-altered tenor and bass parts 
and a slight change in harmony at the end of bar 12 (Fig. 3.9). This subtle 
alteration of the answering phrase provides an emphatic quality akin to 
conversation, whereupon the repetition is more elaborate.  
  
 
5 The only exception being the first alto, whose first entry is grouped with the second choir in 
order to better orchestrate the opening chord of the work.  
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Fig. 3.9. William Harris. Faire is the Heaven p. 2. © 1925 by The Year Book 
Press Ltd., London   
 
Harris uses only two moments of silence in the work, both of which last only a 
single crotchet beat and occur at significant parts of the text. The call and 
response texture utilised at bar 69 in the work, where the text includes “Be th’ 
Angels and Archangels”, is firmly rooted in C major, with descending arpeggios 
in the soprano and bass parts being heard in canon between both choirs. This 
canon abruptly comes to a halt at bar 76 where the meter changes from triple to 
duple and the texture shifts to homophony, effectively highlighting the text “Which 
attend on God’s owne person,” by gathering the eight voice parts together here 
and strengthening the singular “person” mentioned in Spenser’s text. The 
subsequent example comes towards the end of the work at bar 112 and again 
occurs at a moment of text repetition. The harmony here, having arrived at the 
distant key of D major, when coupled with the moment of silence is instrumental 
in creating tension before the eventual arrival of the home key for the concluding 
bars of the work. The D seventh chord at the end of the previous phrase longs to 
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resolve, and a brief pause in sound intensifies this longing for the next; again 
dovetailing is evident, however this time via harmony, with the F-sharp and the 
C-natural becoming pivot notes for the new tonality of A-flat major which 
eventually cadences into the home key of D-flat (Fig. 3.10). 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 3.10. William Harris. Faire is the Heaven pp. 11-12. © 1925 by The Year 
Book Press Ltd., London 
 
III. Hear me, O God 
Hear me, O God in the multitude of thy mercy: even in the truth of thy 
salvation (Psalm 69:v.14). 
In a similar manner as the first, the third introit in the collection focuses on melodic 
interplay between voices, with the text coming from Psalm 69. In order to 
counteract the prevalence of homophonic writing in contemporary choral music, 
a fugal texture is employed at the outset as a means of better representing the 
content of the text; “Hear me, O God” (Psalm 69:v.14) is a personal act of 
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repentance, therefore each voice part seems to bring their own individual praises 
to God (Fig. 3.11).  
 
 
 
Fig. 3.11. Fugue subject 
 
As with the previous introits, Hear me, O God is in binary form with the latter 
section contrasting the first in terms of texture and dynamic. The tonality of the 
initial subject is based around D minor, however the chromaticism of the melodic 
contour effects an ambiguity in terms of key centre. With the exception of the 
soprano entry in bar 7, each subsequent entry of the subject is a real answer, 
allowing the tonality of this opening section of the introit to be further obscured. 
In order to maintain idiomatic writing in all voice parts, the melodic contour of the 
soprano line is somewhat curtailed to allow for ease of diction in the upper part 
of the voice. Had the soprano part maintained the intervallic relationship of the 
original melody, the resultant top A would have proved difficult to sing due to the 
consonants in the word “multitude” (Psalm 69:v.14) restricting the airflow 
somewhat. In comparison with my other choral works not present in the portfolio 
where the sopranos are heard high in their range, for instance They That Go 
Down to the Sea (2011) from 3 Naval Introits (2011), the top C in the solo soprano 
line is sung to the low central unrounded vowel a, allowing the voice an open and 
easily produced sound which is unhindered by consonants. Though missing from 
the solo line, the text is still present in the rest of the choir, and due to the vowel 
modification employed by the other singers still relatively high in their range, the 
solo line is effective in blending with the vowel sounds sung by the first and 
second sopranos (Fig. 3.12). 
  
46 
 
 
 
 
 
  
 
 
Fig. 3.12. Absence of text from solo line 
 
Similar to the first introit whereupon the basses’ line was curtailed due to range 
restrictions, here the concluding part of the phrase with its focus on minor 
intervals is preserved in order to adhere somewhat to the contour of the subject 
(Fig. 3.13). 
 
 
Fig. 3.13. Soprano line adapted to suit vocal range 
 
 
Referring back to Britten’s “Conditions of performance”, I was mindful of the 
building in which the introits would be performed (Britten, cited in Schwartz & 
Childs 1998, p. 118). As St. Giles’ Cathedral possesses a resonant acoustic with 
a long decay, the point of climax would require consideration in terms of dynamic 
and pacing. The forte chord in bar 10 is immediately followed by a general pause 
in order to give the voices time to dissipate, whilst the quieter entry in bar 12 is 
intended to dovetail with the decay of the preceding chord, therefore the harmony 
here is derived from the B-flat major tonality of the previous section and is 
maintained until the end of the introit. With the acoustic in mind, whilst the introit 
is predominantly polyphonic, the rate of harmonic change is relatively slow, for 
the most part in crotchets as in a typical hymn tune, in order to ensure that the 
harmony at no point becomes muddied due to the large decay of the building. 
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Furthermore, the steady rhythms used in the fugue subject allow for each voice 
part to accurately and comprehensibly convey the text without distortion. This 
harmonic rate is further slowed during the second half of the introit to ensure that 
the words were better represented; after an initial period of polyphony, the 
resultant “salvation” (Psalm 69:v.14) is established by the gathering of voices in 
homophony. The initial build to bar 17 uses an interrupted cadence with an added 
minor sixth as a false conclusion, the significance of tension and release in terms 
of harmony suggesting here that whilst one may doubt in God, only the believer 
will find true salvation. The contrast in texture between sections is reminiscent of 
Call to remembrance and is similarly inspired by the Renaissance. A further 
example of this influence is the held tonic pitch at the conclusion of the work in 
the sopranos and basses, which is prevalent in the music of Giovanni Pierluigi da 
Palestrina.6 
 
IV. I will praise the name of God 
I will praise the name of God with a song: and magnify it with thanksgiving 
(Psalm 69:v.31). 
A binary form is again employed for the fourth introit with the A section taking the 
form of a canon at the octave between the upper and lower voices, and the B 
section heard as a homophonic answer to the initial clause. Whilst Call to 
remembrance primarily focused on a single monodic line in its call and response 
form, I will praise the name of God creates a harmonic unit which is passed 
between the two groups at the opening of the introit. In terms of key, the opening 
of the introit is in constant flux between the overtone scale (E, F-sharp, G-sharp, 
A-sharp, B, C-sharp, D, E) and mixolydian mode on E with the constant flattened 
leading note coupled with the raised subdominant in the first sopranos (A-sharp) 
which subsequently becomes flattened in bar 3 in the altos (Fig. 3.14). 
  
 
6 The composer’s four-part Haec Dies demonstrates this with the final pitch in the sopranos 
acting as an inverted tonic pedal above the counterpoint of the three voices below. 
48 
 
 
  
 
 
 
 
 
 
 
Fig. 3.14. Shifting of scales 
 
A resultant climactic point occurs in bar 11 where the voices are finally heard in 
homophony for the second half of the first clause “with a song” (Psalm 69:v.31), 
whereupon the harmony becomes more dissonant through the use of the raised 
dominant, B-sharp, in the first sopranos ultimately arriving at the home key of E 
major in bar 13. This preparatory dissonance is used in order to highlight the word 
“song”; the introit has thus far been ambiguous both in terms of rhythm and 
harmony and it is only with the mention of the “song” (Psalm 69:v.31), indeed the 
very raison d'être of the psalms, that both of these aspects are consolidated into 
a singular united entity. Furthermore both the ascent in tessitura of the first 
soprano’s descant-like material in bars 14-17 in addition to the louder dynamic 
are effective in representing the words “and magnify it” (Psalm 69:v.31). The 
dynamic is then maintained for the concluding half of the second clause in the 
last three bars; “with thanksgiving” is marked “stately” and acts as a final ratifying 
statement strengthened by the homophonic sounding of the voice parts (Psalm 
69:v.31). The cadence here is marked by a reference to the texture of the opening 
of the introit, that is, the upper voices being answered by the tenors and basses 
at the very close of the piece. Whilst the alto A-sharp in bar 17 hints at the tonality 
used in the opening of the introit, the D-sharp in the first sopranos coupled with 
the A-natural in the tenors a bar later now firmly grounds the work in E major (Fig. 
3.15). 
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Fig. 3.15. E major conclusion 
 
Whilst the upper voices have steadfastly arrived in the home key of E major by 
bar 19, the tenors and basses seek to obscure the ultimacy of the cadential 
progression by resolving one bar later, creating a plagal relationship between the 
A major chord in the tenors and basses with the concluding tonic chord of E major. 
This technique is inspired by Jonathan Harvey’s anthem, I Love The Lord (1976), 
written for Martin Neary and the Choir of Winchester Cathedral with its text 
coming from Psalm 116. The majority of the work uses a group of soloists to 
sustain a G major chord which is in constant battle with an ever-shifting tonality 
in the tutti choir; bar 14 of Harvey’s work sees the juxtaposition of E-flat minor 
with the omnipresent G major in the solo soprano, solo alto, and solo tenor (Fig. 
3.16). 
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Fig. 3.16. Jonathan Harvey. I Love the Lord p. 3. © 1977 by Novello & 
Company Limited, London 
 
The dovetailing of soloists and choir is effective in allowing the tonic chord of the 
former to be gradually exposed through the use of a diminuendo in the latter and 
this dovetailing seeks to imply the feeling of hope and resolve. Harvey states in 
his programme note that the G major chord: “depicts the joyful love and 
irrepressible faith of a soul that clings to its Lord despite its suffering and anguish,” 
(Harvey 2018). and whilst the bitonality present in Harvey’s work is a feature he 
exploits to the full in a five-minute anthem, I will praise the name of God distils 
this technique somewhat due to its shorter duration, with pitch material being 
derived from the same key as the majority of the introit and therefore with less 
polarity in key areas.   
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V. Come, thou Holy Spirit 
Come, thou Holy Spirit, come, and from thy celestial home shed a ray of 
light divine!7 (Harris 2013). 
The final introit of the collection utilises the full eight-part choir with solo soprano 
and is the most elaborate regarding both voice allocation and tessitura. This more 
extravagant use of voice parts places emphasis on the very text that is being 
sung; the Mass of Pentecost is considered to be the birth of the Catholic church 
by many, therefore the significance of this text when utilised in worship is 
highlighted by the increased texture of eight voices and the potential of vocal 
range that is therefore possible. The work begins and ends with polar opposites 
in terms of pitch content and harmony; an initial unison pitch in the middle of the 
choir’s range subsequently concludes with a triumphant tonic chord spanning 
some three and a half octaves. The gradual build of harmony from an initial 
unison pitch is a technique which can be found in other parts of the portfolio, most 
notably in String Quartet No. 2, and is effective in establishing a collective sound 
from which the harmony can increasingly expand towards the conclusion of the 
introit and, indeed, the collection as a whole.  The texture of the fifth introit is 
predominantly homophonic, in contrast to the other four; this is significant of the 
choir’s eventual uniting in collective praise at the conclusion of the collection as 
a whole, and therefore the initial unison gathering pitch was chosen to strengthen 
this idea of homogeny.  
Whilst the majority of the introits have possessed a binary form, Come, thou Holy 
Spirit breaks from this model, edified by its single-line text, itself a translation of 
the so-called ‘Golden Sequence,’ Veni, sancte spiritus; a focus on texture has 
been abandoned in favour of an exploration of dynamic and timbral contrast. The 
opening four bars of the work employ only the top three voice parts of the choir, 
with the basses removed to ensure the tone colour is as ethereal as possible. 
The basses then enter in the following bar, with the indication to sing quietly 
though with intensity throughout the ensemble, ensuring that a contrast in texture 
is achieved with the basses singing relatively high in their range producing a more 
focused sound (Fig. 3.17). 
  
 
7 Veni, sancte spiritus, from the sequence for Pentecost, translated by Edward Caswall. 
52 
 
 
 
 
 
 
 
 
 
 
 
Fig. 3.17. Basses providing heavier tone colour 
 
The C minor tonality of the introit is maintained for the first four bars of the piece 
before the A-natural in the first soprano suggests a modulation to B-flat major. 
However, the chromaticism here is used in order to colour the harmony and whilst 
a modulation still takes place, it is to the relative major of E-flat upon the mention 
of “thy celestial home,” (Harris 2013) where the resonant major tonality highlights 
the solace and comfort of heaven. Bar 12 sees the gathering note lowered a tone 
to B-flat after having relaxed into this new major key. Another A-natural in the 
second alto part at bar 13 again anticipates another shift in key, however this time 
to the flattened seventh of D-flat major, in preparation for the final cadence into 
the established tonic key of E-flat major. As with the other introits in the collection, 
I wanted to avoid the sense of a traditional cadence, therefore this modal 
relationship of the flattened seventh removes any hint of a plagal or perfect 
cadence whereupon the work is concluded.  
Whilst each of the introits possesses its own characteristics as mentioned above, 
there are a number of similarities going beyond the predilection for binary form in 
the collection. Onus is placed on the clarity of text throughout, therefore whilst in 
some areas the text may be obscured by the particular texture being used, for 
example the chant section in Search me, O God, there is always at least one 
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voice clearly enunciating the text which can be heard in the foreground. Similarly, 
whilst the polyrhythms employed in I will praise the name of God somewhat 
hinder comprehension of the text, the initial unimpeded statement and 
subsequent repetitions are effective in allowing the listener to discern the words 
being sung.  
Another facet common to each of the collection is the idea of the decorated 
cadence. In order to maintain interest and to ensure that each introit possesses 
its own character, typical cadential relationships are avoided in favour of rhythmic 
or melodic impetus. This final shift in harmonic progression is contributory to the 
preparative nature of the music; as the introit directly precedes the first hymn 
during worship at St. Giles’ Cathedral, its conclusion possesses something of an 
impetus with which to energise the congregation to the act of worship. Similarly, 
the ambiguity of key present in four of the five introits is conducive in representing 
the reverence of the text; as more of the text is revealed, the tension of the 
harmonic language increases, leading to an epiphanic declaration of significant 
portions of the text. Conversely, Hear me, O God settles into the key of B-flat 
major during the second part of the introit and maintains this key until its 
conclusion. The placatory nature of the text in this case, with its mention of 
“salvation” (Psalm 69:v.14), is more effectively represented by the stability of key 
centre. 
Overall, there is a circulatory transition from the unison opening of the first introit 
to the similar texture at the outset of the last. In essence, Come, thou Holy Spirit 
embodies the ethos of the collection as a whole; the initial unison pitches of each 
of the first three phrases recapitulates the texture seen at the outset of the 
collection, with the eventual expansion of harmony leading to a more sonorous 
conclusion. Whilst each introit is intended to be performed on its own, this musical 
proto-narrative is conducive to the collection being performed as a singular unit 
or ‘choral song cycle.’  
In this collection, I was able to explore the various soundworlds which can be 
effectively employed in a building with a large, resonant acoustic. Of particular 
note is the controlled aleatory present in the second introit in the collection, 
Search me, O God, however not only was the inclusion of such a technique one 
which would prove interesting to the listener, it was also born out of pragmatism 
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with regards to time constraints during rehearsal and also the aptitude of 
subsequent choirs choosing to perform the work.  
The introits are in continuous use by St. Giles’ Cathedral Choir and have been 
included in a number of significant services such as the Service of Reconciliation 
following the conclusion of the Scottish Independence referendum in September 
2014, where the final introit of the collection, Come, thou Holy Spirit was 
performed at the commencement of the service attended by around 1000 people 
including politicians from all major parties of the Scottish Parliament. In addition, 
two of the works, Call to remembrance and Hear me, O God, have been recorded 
by the Cathedral Choir and are included on their 2014 CD O Clap Your Hands, 
available on their in-house label Aegidius. Subsequent performances have been 
given by other ensembles such as the choir of Mayfield Salisbury Parish Church 
in 2017. The works were presented at the York Conference on Church Music in 
February 2017 attended by numerous choir directors, church music academics 
and composers, notably Philip Moore, former Organist and Master of the Music 
at York Minster.  
  
55 
 
4. String Quartet No. 2 
I began work on String Quartet No. 2 in late 2013. Initially, I was required to 
compose a single-movement work to be workshopped and subsequently 
performed by the Edinburgh Quartet during an evening concert in the Spring of 
the following year. As the piece progressed I recognised the potential for a more 
substantial work, and this initial piece, titled Exit Seraphim, became the first of a 
three-movement work lasting around 25 minutes. Text selection in the work was 
predominantly intuitive, however the eventual relationship of the three poems, 
and indeed poets, became central to the work in presenting a dialectical structure 
centred around parenthood and loss.  
 
Location 
As with two other pieces in the portfolio, A Song to David and Five Introits, the 
work was to be premiered in St. Giles’ Cathedral. Again, the large acoustic of the 
building played a large part in the conception of this piece; extremities of dynamic 
would contrast well with one another, and due to the building being situated in a 
busy street and with audience members arriving and departing the concert area 
frequently during the concert, the building is often subject to extraneous sounds 
which would impact any inclusion of intended silence in the work. In that regard, 
I included passages of ‘constructed’ silence which would utilise instrumental 
gestures unrelated to the rest of the material in the work, a process which will be 
discussed further below.  
 
Performers 
Having worked with the Edinburgh Quartet on a number of occasions throughout 
my undergraduate studies, I was aware of their high level of musicianship and 
their passion for contemporary music. With the majority of the music included in 
the portfolio written for amateurs or student musicians, String Quartet No. 2 takes 
into account the virtuosity of the quartet and their vast experience of performing 
new works and their openness in experimenting with new instrumental 
techniques. This was particularly significant in the first movement of the quartet 
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during the arpeggiando passage at bar 46 which was properly notated with the 
suggestions made by the performers.  
 
Audience 
In the planning stages of my quartet, I decided that I wanted to use a textual 
source as the inspiration for the structure and content of the work. Despite the 
text not actually being performed, as there was to be no singer or narrator, the 
text would go on to dictate the majority of the musical material conceived. The 
first movement utilises a text by American poet Sylvia Plath, namely Mad Girl’s 
Love Song (1951). Having researched various poetic forms, I hypothesised that 
the structure of the villanelle would lend itself admirably to a purely instrumental 
work; the first and third lines of the opening stanza are repeated at the end of the 
second stanza and the close of the third respectively, before concluding the poem 
with a final repetition of the two lines together. This repetitive structure, almost 
mantra-like in its composition, would prove the most fruitful in terms of musical 
application, and it allowed me a bare-bones plan of when material would be 
introduced and subsequently developed. Mark Strand and Eavan Boland give the 
history of the verse form in their book The Making of a Poem: 
It hardly seems likely that a form so sparkling and complicated as the 
villanelle could have had its origin in an Italian harvest field. In fact it came 
from an Italian rustic song, the term itself villanelle thought to derive from 
villano, an Italian word for “peasant,” or even villa the Latin word for 
“country house” or “farm” (2001, p.6). 
Strand and Boland then go on to state the various cyclical qualities of the form 
and hypothesise as to its popularity in the last hundred years: 
Perhaps the single feature of the villanelle that twentieth-century poets 
most made their own is the absence of narrative possibility. Figural 
development is possible in a villanelle. But the form refuses to tell a story. 
It circles around and around, refusing to go forward in any kind of linear 
development, and so suggesting at the deepest level, powerful 
recurrences of mood and emotion and memory (Ibid. p.8). 
This idea of figural development could naturally be applied to musical material, 
and the lack of narrative was a significant factor as I did not intend to compose a 
purely programmatic work in which the music was influenced at a harmonic or 
motivic level. Rather, the malleability of the form meant that I could hint at a 
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hermeneutical approach to using the text without being restricted to realising it 
fully; conversely, the rhyming scheme would be disregarded as a formal device. 
At a more fundamental level, the layout of stanzas themselves was to play a 
significant role in the composition process; where a break occurs, so also does a 
significant musical moment coincide. In order to demarcate these breaks in the 
stanza, I chose to include a moment of ‘coloured silence’ to separate musical 
textures, as discussed later in this chapter.  
In regards to the audience the work was intended for, I knew that the quartet was 
to be performed in a concert given as part of a Sunday evening concert series 
taking place in St Giles’ Cathedral. From past performances at these events I 
knew that the audience is frequently comprised of newcomers to contemporary 
music as well as regular concert-goers. Furthermore, as the cathedral is a 
significant tourist venue, many of the listeners may not use English as their first 
language meaning that a musical representation of the poems used as stimuli 
would prove an effective way of communicating the ideas in these texts with the 
listeners, giving them a summative overview of the central themes present in 
them. 
I chose to work with Sylvia Plath’s poem, Mad Girl’s Love Song, as I felt its frenetic 
quality and the dual personality it possessed would be one which I could 
effectively render in a musical form. The first stanza reads thus: 
I shut my eyes and all the world drops dead; 
I lift my lids and all is born again. 
(I think I made you up inside my head.) (Plath, 1953). 
This initial stanza therefore becomes the exposition of the poem, with the first 
and third line being repeated throughout the remainder of the text. The use of 
parentheses seems to engage the reader from a different viewpoint, almost a 
breaking of the ‘fourth wall’ through its apparent separation from the surrounding 
narrative; the communicative ability of my music is explored here, both in terms 
of aural perception in addition to the visual aspects afforded by live performance, 
that is, the interaction between performers in the ensemble and the very act of 
sound production. Not only does Plath choose to include the whole of this line 
unabridged each time, but also the punctuation remains the same, giving the line 
an aura of doubt further strengthened by its contextual meaning. As it was the 
structure of the text that I wanted to exploit in my string quartet, I chose to focus 
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primarily on this rather than attempt to rigidly utilise the semantic meaning of the 
poem to inform the music – a process which would occur more considerably in 
the following movements. Of course, a hermeneutical approach to the text 
couldn’t be completely bypassed in the composition of the work, and certain 
words and phrases indeed help to colour the harmony and texture of the 
movement, though only at a macroscopic level.1 
In essence, Mad Girl’s Love Song deals with the various mental states of the 
protagonist from an initial mindset, albeit fleeting, of panic and fear, through the 
consolatory memories conjured by their lover to the all-encompassing despair 
present in the fourth stanza with its predominantly atheistic language. The poem 
then concludes with an air of acceptance, though marked by remorseful nostalgia 
with a finality never fully being achieved through the use of parenthetical self-
reflection. 
Whilst analysing Mad Girl’s Love Song, I was aware of the sense of motion 
created at the very outset; the closing of eyes at which instant the world ends 
only to be reborn again in a split second once they are opened. This first line at 
once launches the reader into the experience though, importantly, misses out the 
very act of the world ending. Rather than concentrating on a purely programmatic 
approach to the work, the idea of the protagonist’s subconscious and the 
psychological impact of the events were to be the focus of the opening material. 
It is significant then, that the exposition of the work adheres to a quiet dynamic 
and is to be played simply, and not overly emoted in order to reflect the 
unremarkable act of closing one’s eyes. Rather, it is the harmonic construction 
which emphasises the action here. As the first line of the poem acts as one of the 
two refrains (hereafter termed refrain A and refrain B), this material had to be 
substantial enough to withstand various transformations but without losing its 
recognisable quality. I decided a gradual build to a microtonal cluster would 
provide an interesting colour at the outset of the work, and was somewhat fecund 
in terms of its capacity to be developed (Fig. 4.1). 
  
 
1 The full text can be found in appendix B1. 
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Fig. 4.1. Build to microtonal cluster 
 
An initial C is played by the cello which is then taken up by the remaining 
instruments an octave higher, with the extreme dissonance occurring at bar 8 
heralded by the C-natural, C quarter-tone sharp, D-flat, and D-natural. The 
soundworld at this point is intense though introverted due to the quiet dynamic 
and limited pitch spectrum. The muted strings coupled with sul tasto bowing 
ensure that an incredibly delicate and fragile sound is created, though with the 
viola instructed to play rather high on its lowest string there is a certain restrained 
quality to the overall timbre. As with the opening line in Plath’s poem, this material 
would be repeated throughout the remainder of the movement; despite Plath’s 
unedited repetition of this line, I felt that the musical impulse of the work would be 
somewhat impinged should the material be reused verbatim. Instead, specific 
pitches and tempo are assumed from the surrounding music, though still 
maintaining the gestural move from consonance to dissonance, in turn creating 
musical material that is at once recognisable to the audience whilst at the same 
time maintaining momentum and affect. The various semblances of this gesture 
are discussed below as they appear in the work.  
There is a return to consonance in bar 11 as the viola returns to the C-natural 
one octave above the cello. This ignites an upward flourish in the cello at bar 14, 
representing the second line of the stanza: “I lift my lids and all is born 
again”(Ibid.). The octatonic scale is used here although devoid of one note, G-
60 
 
natural, in order to suggest that whilst the world has been reborn it is not without 
vicissitude. This missing note is to be heard two bars later in the second violin as 
the bottom note of the chord (Fig. 4.2). 
 
 
  
 
 
 
 
 
 
Fig. 4.2. Octatonic scale and missing pitch 
 
This ascending motif reaches the harmonic A in the cello whereupon the viola 
joins on the same pitch. This dual-timbre pitch references the third line of the 
poem, refrain B: “(I think I made you up inside my head.)” (Ibid.) by exploiting 
these two contrasting unison pitches. As mentioned above, the line maintains its 
punctuation throughout the poem, with the protagonist seemingly pausing to 
doubt the very reality of the situation. Indeed this refrain line at times halts the 
flow of the poem, in particular in later stanzas. Rather than being represented by 
musical material, I decided that refrain B would be concerned with the 
psychological response to the music. Again, the contextual meaning of the line 
changes throughout the work; at times it appears in a dream-like affect, and 
subsequently it is a signifier of regret or the loss of memory. Initially the line is 
used without any inkling of panic or concern; the first stanza can be interpreted 
as an experience akin to a lucid dream in which the world appears the same but 
is in some way altered. I chose to highlight the audience’s interaction with the live 
performance of the work by dovetailing the ascending cello line with the viola, 
both arriving on the same pitch, however utilising very different timbres; the viola 
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is instructed to play an open A whilst the cello uses a natural harmonic. The viola 
then continues this pitch alone with the listener questioning whether, in fact, the 
cello is still playing.  
At the conclusion of this introductory section is the third significant musical 
gesture, that is, the coloured silence, a technique used by Brian Ferneyhough in 
his Second String Quartet. As intimated above, the potential for ‘absolute’ silence 
in the building is virtually impossible, therefore short segments of unrelated 
musical material were included in order to demarcate the breaks between 
stanzas. In his own work, Ferneyhough describes his use of the technique in 
order to create a moment of ‘silence’ in a gestural capacity as opposed to an 
acoustical one: 
The silences were at first treated in a naively literal-minded fashion, their 
emptiness being underlined by the abrupt punctuating gestures of the first 
violin. Later on a more differentiated, subversive approach was adopted, 
to the extent that limited, ‘impoverished’ sounds were allowed to filter 
through, thereby coming to emphasize that functional silence during which 
(even if not devoid of sonic qualities) nothing informationally germane is 
registered (1995, p.122). 
It was this “functional” silence that I wanted to focus on here; whilst the majority 
of the material heard in my work has been derived from the text, these silences 
would contain components which, for the most part, had nothing in common with 
what had been heard before. The first instance of this technique is heard in bar 
16 where the pitch spectrum between the instruments is increased and the cello 
is now heard above the other instruments, subverting its usual role. Additionally, 
the harmonic content is markedly different from the opening material, with the G, 
A, E, and F-sharp suggesting E minor. It was vital then that the next section 
should emerge from this moment of coloured silence hence the first violin’s 
dovetailing material which leads directly into bar 17. This effect is maintained for 
the duration of the first movement; there is no passage where the players are not 
emanating some kind of sound be it during the act of performance or indeed due 
to the acoustic of the building and the long decay of the Cathedral, the latter of 
which is discussed below.  
The stars go waltzing out in blue and red, 
And arbitrary blackness gallops in: 
I shut my eyes and all the world drops dead (Plath, 1953). 
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The following material makes reference to the ‘waltz’ mentioned in Plath’s text 
however the added quaver beat (7/8 in place of the standard 3/4 time signature) 
acts as a foreshadowing of the following line. There is a clear contrast of language 
here, whilst the stars are representative of a graceful dance, the ‘blackness’ 
carries with it awkward and more strident language: “gallops” (Ibid.). The first 
violin introduces a dance-like melody comprised of a ‘waltz within a waltz’ with 
the extended third beat grouped as three quavers. This apparent delay of the 
downbeat is effective in creating suspense in the listener and instils a moment of 
stasis prior to the following bar suggesting a shift in gravity. The second violin 
and viola play three groups of three quavers, suggesting a 9/8 meter with a motif 
characterised by the use of lower auxiliary notes again reinforcing a dance meter. 
The cello assumes the first violin melody at bar 23 an octave lower, however both 
the rhythm and pitches are altered in order to signify the ”arbitrary blackness” 
(Plath, 1953) which eventually descends in pitch towards bar 27. In order to 
emphasise the low tessitura of the cello line, the upper strings use artificial 
harmonics to create a drone on top of the texture. The contraction of note duration 
here effects a ‘notated’ accelerando representative of the fast-paced ‘galloping’ 
mentioned in the text.  
Refrain A then concludes this second stanza, and similarly there is a return to the 
microtonal material heard at the opening of the work, however this time the pitch 
has raised by a tone to D in order to suggest an increase in tension, supported 
by the faster tempo. In this instance, the pitch spectrum between the notes has 
been reduced by a tone from a compound minor third to a ninth plus one quarter-
tone, therefore whilst the starting pitch is raised, the distance between the notes 
has decreased in order to intensify the dissonance (Fig. 4.3). 
 
 
 
 
 
 
Fig. 4.3. Decreasing pitch spectrum 
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At bar 33 the initial drone pitch, D, is entirely removed from the microtonal cluster 
as the viola shifts to the C a minor seventh above, anticipating the key area of 
the following section. The coloured silence in the cello is characterised by the 
placement of the bow behind the bridge to produce an undefined pitch whilst the 
left-hand pizzicato is intended to create an unrefined, awkward sound rather than 
an articulated one.  
I dreamed that you bewitched me into bed 
And sung me moon-struck, kissed me quite insane. 
(I think I made you up inside my head.) (Plath, 1953). 
There is a noticeable shift in language from the apparent calm and inevitability of 
the first two stanzas to the eroticism of the third. Musically, this is marked by the 
use of plainsong in the viola to represent the second line of this stanza. The 
dissonance used between the held C in the viola and the rest of the instruments 
makes reference to refrain A, that is, the protagonist’s act of shutting and opening 
their eyes as they are falling in and out of sleep. Despite the line not appearing in 
the third stanza, the reference to the closing of eyes is included here to insinuate 
a dream-like state. With each of the three accompanying chords, this dissonance 
becomes progressively more widely-spaced, thus appearing to sound more 
consonant, suggesting that whilst at first there is a certain amount of resistance, 
gradually the protagonist succumbs to the coercion of their admirer (Fig. 4.4). 
 
 
  
 
 
 
 
 
Fig. 4.4. Expanding spacing of dissonance 
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The viola then assumes the role of suitor, with the ‘song’ emerging from the 
texture; the melodic material here is taken from a collection of Inchcolm 
Antiphoner, in particular O Mira Regis: “O Wonderful mercy of Christ the King” 
(Fig. 4.5). As is common in most of the antiphoner in the collection, the text 
commends the virtue of St. Columba, patron saint of Scotland. It is this devotional 
act of worship that I wanted to include here and there is a deliberate jarring of the 
sexual language found in Plath’s text with the religious imagery of the antiphoner.  
 
  
 
Fig. 4.5. O Mira Regis original plainsong 
 
After a statement of the first 11 notes of the plainsong the viola material expands 
into a more chromatic and rhythmically-charged melody suggesting the sexual 
climax of the line: “I dreamed that you bewitched me into bed” (Plath, 1953). The 
inclusion of this melody seeks to contrast the spiritual, ritualistic singing of sacred 
plainsong with the carnal beckoning of the protagonist’s lover, with the eventual 
chromatic and rhythmic alterations appearing as a paroxysm of sexual desire. 
Around this, the accompanying instruments grow in dynamic with the harmony 
becoming richer and employing a greater range (Fig. 4.6). 
 
 
 
 
 
 
 
 
Fig. 4.6. Melodic and rhythmic expansion of plainsong 
 
Bar 45 features material which hints at a representation of refrain B in that its 
position within the piece bears no resemblance to the music heard around it.  
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However in this case, the unrelated material in both violins, in addition to the 
sudden change of dynamic, suggests a certain amount of doubt in the 
protagonist’s mind, and with the continuing sound of the viola and cello 
underneath, they fully succumb to the lover’s advances.  
“And sung me moon-struck” (Plath, 1953) is represented here by the melody high 
in the cello’s range with the viola playing an octave below with note durations 
being doubled. The melodic material returns to the octatonic scale present in bar 
14, however this time all eight notes of the scale are represented suggesting a 
feeling of completeness. The octave displacement utilised during this section is 
representative of the two lovers’ voices (high and low, irrespective of gender) 
becoming intertwined in much the same way as their physical and sexual 
relationship. On top of this, both violins play an arpeggiando motif which is 
marked to be played with varying tremolo speed and individual note duration. The 
timbre is intended to suggest a tingling, and slightly awkward sound further 
intensified by the use of sul ponticello bowing, indicative of the nervous anxiety 
present during an initial sexual encounter.  
There is a brief moment of respite at bar 52 whereupon the two violins end the 
sul ponticello arpeggiando material whilst maintaining the tremolo alongside the 
viola and cello. This sudden change in texture and dynamic makes reference to 
the refrain B, and appears as a fully-realised version of the material at bar 45; the 
raison d’être of the material from bars 45 to 52 has been to build tension and instil 
expectation in the audience. Whilst the ‘tingling’ sound is still present at this point, 
the voices have ceased and again the reality of the situation is in doubt.  
The subsequent coloured silence in bars 52-54 utilises the same canonic texture 
of the aforementioned ‘song’ in the viola and cello, which is now assumed by the 
whole of the ensemble. The octatonic scale is maintained however the figuration 
of the material is more arpeggio-like, suggesting a symbiosis of both aspects of 
the previous section. These three bars feature the first example of surrounding 
material influencing the coloured silence. This was deemed advantageous due to 
the climactic quality of the text leading up to the fourth stanza; a sudden shift in 
harmonic intensity here would be at a detriment to the text by eradicating any 
sense of arrival (Fig. 4.7). 
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Fig. 4.7. Second refrain line and coloured silence  
 
God topples from the sky, hell’s fires fade: 
Exit seraphim and Satan’s men: 
I shut my eyes and all the world drops dead (Plath, 1953). 
The religious imagery used at the outset of this stanza appears in bar 55 in the 
first and second violins where there is a return to the O Mira Regis plainchant, 
this time utilising pitch material from the doxology: “Gloria Patri et Filio et Spiritui 
Sancto” (Fig. 4.8). 
 
 
 
 
 
Fig. 4.8. Gloria – O Mira Regis 
 
The doxology is taken as two separate melodic lines and heard simultaneously 
in both violin parts; the first violin playing the first line and the second entering a 
bar later with the latter half of the plainsong melody. However, in order to pertain 
to the imagery of God ‘toppling from the sky’, the three ascending intervals which 
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initiate the first line, and the entirety of the second line, have been inverted in 
order to create a descending passage contrary to the original plainsong (Plath, 
1953). Furthermore, the melody has been transposed and placed at a higher pitch 
in order to effectively represent height and to contrast with the lower pitches 
utilised by the viola and cello (Fig. 4.9). In addition, the slurring adheres to the 
syllabic distribution of the original plainsong melody. 
 
 
 
 
 
 
 
 
Fig. 4.9. Transformation of Gloria plainsong 
 
These two lines are heard concurrently throughout this section, however with a 
gradual diminution of note durations, resulting in stretto occurring between each 
subsequent entry of the melodic material. Due to the smaller number of pitches 
in the second violin material, the first violin is ‘overtaken’ at bar 62 adding to the 
panicked atmosphere throughout this section.  
In order to highlight the descent in pitch, and also to emphasise the higher 
tessitura of the first violin, the viola and cello iterate descending phrases utilising 
the same octatonic scale heard in the previous section, however this time only 
five of the eight pitches are heard. The same rhythmic disparity between the two 
instruments is maintained, with the intervallic displacement being augmented by 
a major third. Again, this texture is intended to build momentum with the rhythms 
in all parts being subject to diminution. The material heard during the coloured 
silence prior to this section is recapitulated in bar 67 at the mention of Satan’s 
men with both violins playing in unison however with very different timbres; the 
first violin utilises legato bowing whilst the second uses the heel of the bow for a 
more staccato attack.   
68 
 
The subsequent appearance of refrain A comes after what is, arguably, the climax 
of the poem, and is imbued with peril and fear after God’s obliteration. 
Consequently, the use of the material here is more frantic due to the greater 
range of dynamic contrast, with the build to the dissonance being more rapid (Fig. 
4.10). 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 4.10. More rapid build to microtonal cluster 
 
Again, with the aim of retaining dramatic intensity, the coloured silence that 
follows this maintains the resultant loud dynamic; the texture here is in direct 
contrast to the preceding contrapuntal material with double-stopped chords 
covering a large register and producing much reverberation in the resonant 
acoustic. The fermata in bar 73 suggests a moment of silence, however due to 
the long decay of the building any attempt at an ‘actual’ absence of sound is 
insurmountable, allowing the solo violin material which follows to emerge from 
the texture (Fig. 4.11). 
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Fig. 4.11. Contrasting texture followed by decay 
 
I fancied you’d return the way you said, 
But I grow old and I forget your name. 
(I think I made you up inside my head.) 
Plath’s text makes mention of the lover’s return, or at least the anticipation felt by 
the protagonist. This stanza deals with the aspect of memory and thus a 
significant factor of the music here is the use of recapitulation in order to interact 
directly with the audience and explore their capacity for remembering musical 
material. The O Mira Regis plainsong is heard three times in both violins and 
viola, however each time with minor inflections of pitch and rhythm. The solo first 
violin is used to produce a solemn, insular timbre which is effective in contrasting 
the material which has come before it as well as signifying solitude. The melody 
has now been transposed up a fifth to suggest it is the protagonist rather than 
their lover which is singing it and a number of chromatic inflections in addition to 
the use of grace notes imbue the melody with a sense of longing. This is most 
apparent in the quarter-tones in bar 80 where the mediant of the plainsong’s 
original scale (G mixolydian) is slightly flattened in order to suggest a feeling of 
anguish at the memory of their lover (Fig. 4.12). 
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Fig. 4.12. Altered O Mira Regis melody 
 
Bar 83 sees the viola introduce the same melody an octave lower, however the 
supertonic has been flattened which transforms the scale from G mixolydian to G 
phrygian. This transformation coupled with the now meandering first violin is 
representative of growing old, suggesting that aspects of these memories have 
been forgotten or altered over time. The second violin and cello accompany this 
with a drone, which acts as a line of stasis alongside which these memories can 
unfold (Fig. 4.13). 
 
 
 
 
 
 
 
 
Fig. 4.13. Violin countermelody ‘meandering’ around viola 
 
Similarly, the second violin assumes this melody at bar 93, however the tonality 
has now shifted to G major, in direct contrast to the minor modes in both first 
violin and viola.  
Refrain B is represented by another sudden change of dynamic and texture 
however this time the harmony is significant by the sudden arrival at an implied 
dominant seventh chord. This tonality seems to disturb the thoughts of the 
protagonist by affecting an abrupt change on the tonal polarity of this section. The 
coloured silence which follows it, as at the end of the third stanza, is derived from 
the harmony in the previous bar, however the timbre has been affected by the 
use of harmonics in addition to the increase in pitch; the second violin maintains 
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the same double-stop utilised in the previous bar, however the timbre created by 
the col legno bowing is markedly different. 
I should have loved a thunderbird instead; 
At least when spring comes they roar back again. 
I shut my eyes and all the world drops dead. 
(I think I made you up inside my head.) (Plath, 1953). 
The final section of the first movement is a continuation of the material heard 
during the fifth stanza; the cello now recapitulates the inflected melody heard in 
the first violin in bar  73 an octave lower. Surrounding this, the upper strings 
continue the countermelody idea, with the second violin now becoming more 
rhythmically diverse, building on the idea of rhythmic expansion used previously 
in the viola (Fig. 4.6). An ostinato figure in the viola utilising open strings and left 
hand pizzicato suggests a folk influence with a timbre somewhat akin to the hurdy 
gurdy2. It is this ostinato that is representative of the thunderbird mentioned in the 
text; this figure is unrelated to both the plainsong and the countermelody material 
in the other instruments and thus signifies the presence of a third voice or 
character (Fig. 4.14). 
 
 
 
Fig. 4.14. ‘Thunderbird’ ostinato in viola 
 
After a gradual winding down of the texture the viola is heard on its own before a 
return to the chord heard in bar 99. This chord appears as an interruption to the 
ostinato figure and its inclusion makes an allusion to rebirth with the rapid 
crescendo pertaining to the ‘roaring back’ mentioned in the text.  
The work concludes with a repetition of both refrain lines, thus the microtonal 
cluster appears at bar 118 centred around the original pitch of C, albeit curtailed 
somewhat from the opening material. Refrain B is articulated by a quiet dynamic 
coupled with the hollow sound of harmonics in the second violin and cello. For 
this final iteration of the refrain I chose to focus on harmony and cadential 
 
2 See Five Introits 
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relationships in order to question the authenticity of the work macroscopically. 
The quasi-plagal cadence which ends the work seems to contradict the dramatic 
intent of the work leading up to this point. However, as the work was to be left 
somewhat open-ended, the harmony here is deliberately obscured by the use of 
added pitches in both chords, coupled with the voicing of the initial chord in 
second inversion (Fig. 4.15). 
 
 
 
 
 
 
 
 
 
 
Fig. 4.15. Quasi-plagal cadence 
 
In terms of representation, each instrument of the ensemble assumes the role of 
protagonist/antagonist at various stages in the movement; at the outset it is the 
cello that embodies the former’s actions whilst at bar 34 the viola emerges as the 
‘song’ of the latter. In essence this disparity between the two is characterised by 
a change in both timbre and tessitura, a process which is further explored by the 
amalgamation of the two in bar 46 as discussed above. There is a reliance on the 
lower tessituras of the viola and cello in order to represent the human entities 
whilst the higher range of the violin is significant of the divine being of God. This 
duality can be likened in some respect to the range of the human voice; whilst 
the mid-range pitches in both viola and cello are in a tessitura which is conducive 
to vocal production, the higher pitches of the first violin are beyond the capabilities 
of the majority of singers and thus represent something other-worldly. This 
methodology is yet more apparent towards the end of the movement, with the O 
Mira Regis plainsong beginning in bar 79 at an idiomatic range for the human 
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voice though subsequently ascending in pitch whereupon the viola assumes the 
melody at bar 83.  
 
Second Movement 
With the previous movement’s obfuscation of narrative, I decided that an effective 
distinction would be to utilise a more programmatic approach to the composition 
of the second movement. Furthermore, the regular recapitulation of material in 
the first movement is contrasted by a through-composed form. I decided that a 
stimulating connection between the movements would be the inclusion of a work 
by Plath’s husband, Ted Hughes. The couple’s notoriously turbulent relationship 
was, naturally, the first thing that drew me to this conclusion, but I was sure in my 
intention that the work wouldn’t end up a melodramatic ‘programme-piece’ 
detailing their well-documented life, rather, the poem would be treated individually 
with no bias to either side; there would be links between the two and material 
from the first movement could be developed and reintroduced in the second, 
though not in a way which could be perceived as an attempt to dramatize the 
music. Rather it was the psychology of the relationship between Plath and her 
husband which was significant; these two solo voices were certainly of their own 
identity but are inextricably linked. Hughes’ Crow poems would be my stimulus in 
this movement’s conception. Written between 1966 and 1969 following Plath’s 
death, Hughes takes his fascination with the natural world and applies to it a more 
spiritual, sometimes sacred voice. Neil Roberts, Emeritus professor of English 
Literature at the University of Sheffield states in his article for The Ted Hughes 
Society Journal: “Hughes describes Crow as wandering around the universe in 
search of his female Creator” (2016). He goes on to state: 
The shock that poems like this caused when first published was intensified 
by the style, epitomised by phrases like ‘stuffed into man the tail half’, 
which Hughes at the time described as a super-simple, super-ugly 
language (Faas, Universe, 208)3. He seemed to be assaulting religion and 
poetry simultaneously. By adopting this narrative style Hughes implicitly 
identifies himself with the protagonist (Roberts 2016).  
 
3 Ted Hughes: The Unaccommodated Universe is cited by Roberts, and was not consulted 
during my research. 
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Having read the majority of the poems included in Crow, I chose Crow’s Theology 
as my starting point, not only for its inquisitive, highly philosophical quality, but 
also the commonality of language shared by the two poems: “…and all the world 
drops dead” (Plath, 1953) in the former and: “he would have dropped dead” 
(Hughes 1972, p.27) in the latter. Immediately there was a level of 
interdependency between the two movements, and material from the first would 
be intrinsic in the creation of the second. In contrast with Mad Girl’s Love Song, 
Crow’s Theology is in free verse, therefore structure would not be the most 
significant driving force behind the music, instead its semantic meaning would 
play a greater role than was evident in the first movement. However, structure 
was not to be completely disregarded; having read the poem I realised that a 
more stimulating musical outcome could be achieved by adapting the starting and 
ending point of the poem.4 As was true in the first movement, I felt adhering too 
strictly to the text would produce a somewhat stilted, unimaginative outcome, 
ergo adapting the poem to better fit my needs would not destroy the integrity of 
the text and produce a more satisfying outcome. In doing this, a certain level of 
anticipation was created which would effectively lead on to the third and final 
movement. 
Rearranging the poem in this way afforded a very different narrative than Hughes’ 
original work. Rather than Crow’s transition from naivety, through a period of 
reflection to an ultimate reassessment of his understanding, the reassembled text 
begins and ends with a question, in turn creating an open-ended musical 
narrative which has now become a significant aspect in each movement of the 
work.  
Pre-compositional planning focused on creating a motif to resemble the crow 
mentioned in the text. After listening to a sample of crow calls I noted its 
characteristic descending glissando, often followed by two staccato utterances 
close to the initial pitch; the harsh tone of the call could reasonably be 
represented in all of the string instruments by utilising different bow placements 
on specified strings (Vocal Rendition Crow Bird Call, 2009). The crow motif was 
placed initially in the first violin, using the G string to convey the somewhat severe 
tone I was aiming to communicate. Having concluded the previous movement in 
 
4 Appendix B2 shows the starting an ending point chosen compared to Ted Hughes’ original. 
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a restrained and peaceful manner, the opening of the second would contrast this 
by using a single instrument playing a terse motif.  
The very image of the crow in String Quartet No. 2 at first appears as a brusque, 
stubborn character unburdened by necessity of thought. However, throughout the 
course of the work the protagonist is exposed to a myriad of environments and 
psychological states, and, in turn, the musical material associated with them 
adapts to these. To instance but one of these, Crow assimilates the more lyrical 
motif of the imaginary antagonist, and indeed strives to assume the beauty of 
tone present in this contrasting melody; Crow’s initial obstinacy has gradually 
made way for a self-reflective approach. In essence, the movement as a whole 
considers the amelioration of a character through the existential questioning of 
one’s creation. 
And what spoke that strange silence 
After his clamour of caws faded? 
 
And what loved the shot-pellets 
That dribbled from those strung-up mummifying crows? 
What spoke the silence of lead? (Hughes 1972, p.27). 
As the intention of the opening bars of the second movement was to deliberately 
contrast the material heard before, I chose to begin the second movement with 
the seventh line of the poem: “And what spoke that strange silence After his 
clamour of caws faded?” (Ibid.). The crow theme is exposed from the very outset 
of the movement, however the significance of the motif takes into account the 
acoustic of the building. As mentioned above, the work was to be premiered in 
St. Giles’ Cathedral, and the large decay of the building allowed this line to be 
accurately represented; it is the silence after the “clamour of caws” that is the 
subject of this line rather than the caw itself, therefore the long reverberance of 
the violin motif which is possible in St. Giles’ was actively incorporated into the 
work. A loud dynamic is utilised here to ensure a long decay of the sound (Fig. 
4.16). 
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Fig. 4.16. Crow motif 
 
The descent of a major third is akin to the major interval of the second motif used 
in this movement, the ‘Sylvia’ motif, first appearing in bar 8 in the second violin 
(Fig. 4.17). 
 
  
 
Fig. 4.17. Sylvia motif 
 
This secondary motif is taken from Schubert’s song An Sylvia, itself using a text 
by Shakespeare in the play The Two Gentlemen of Verona: “Who is Sylvia? what 
is she, That all our swains commend her?” (Shakespeare 1974, p.165). The 
inclusion of this melodic fragment symbolises the constant presence of Plath in 
the work, and seeks to unify the two movements through melodic means; whilst 
there is no mention of a lover in Hughes’ work, the motif pervades the whole of 
the movement, and deals with the protagonist’s subconscious, albeit not present 
in the text. Despite these two themes representing two very different affects in 
the work, the former brutish and unequivocally direct in quality, and the latter 
more sustained and melodic, both use the interval of a major third in their 
construction. Therefore, whilst the ‘characters’ of Ted Hughes and Sylvia Plath 
are distinct, there is a degree of unity between the two of them, and it is the 
interaction and eventual symbiosis of both themes which is the focal point of the 
music.  
The material in the viola and cello deliberately contrasts the feel of the crow motif, 
in effect emphasising the severity of the latter; the articulation here, a tenuto 
chord followed by the same chord sustained, is derived from the staccato pitches 
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present in the crow motif, that is, the reiteration of a pitch, or in this case, a dyad. 
This chord, B-flat with an added ninth, is maintained throughout the whole of this 
section and acts as a drone below which the two themes are exposed. As this 
section of the poem poses a lot of questions to the reader, there is a deliberate 
avoidance of harmonic tension, hence the chord remains the same in order to 
allow both motifs to be effectively disseminated to the audience. This 
accompaniment gradually falls out of phase between the two instruments, 
resulting in a palpitating texture representative of a meditative state (Fig. 4.18). 
 
 
 
 
Fig. 4.18. Viola and cello falling out of phase 
 
The first violin introduces new material at bar 12, the pizzicato effectively 
representing the shot-pellets ‘dribbling’ from the dead crows (Hughes 1972, 
p.27). The material here gradually extends throughout this section, adding 
subsequent pitches each time in order to obscure the harmony being upheld by 
the viola and cello (Fig. 4.19). 
 
 
 
 
 
 
Fig. 4.19. Gradual addition of pitches 
 
Whilst the crow motif remains on the same pitch throughout this opening section, 
the Sylvia motif seems to adapt to the texture and tonality which surrounds it. The 
second iteration of the motif at bar 15 begins with a double-stop akin to that found 
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in the accompanying material; the perfect fifth in the viola is matched here by the 
second violin, though transposed by a major seventh. Having changed key from 
F to C major, the motif is transposed by a fifth again to G major in bar 22 and 
similarly to D major in bar 27. The final appearance of the motif in bar 31 returns 
to the ‘home’ key of F major and is the most abrupt of the five examples, 
appearing to stop this introduction short, leading on to the next section of the 
work. A brief moment of silence separates these sections and seeks to represent 
the “silence of lead” (Ibid.) mentioned in the text; the crescendo in the second 
violin builds the dramatic intent of these two bars before the quiet dynamic is 
returned to. Whilst the inclusion of coloured silence in the first movement was 
utilised in order to represent the structural layout of the poem in demarcating 
stanza breaks, there is a similar differentiation between coloured silence and 
‘actual’ silence throughout the work. Silence is implied on the score at a number 
of points, though the majority of these directly follow a loud dynamic; the long 
decay of the building in which the movement was first performed prolongs these 
various loud dynamics, in effect dovetailing the end of one section with the 
beginning of the next (Fig. 4.20). 
 
 
 
 
 
 
 
 
 
Fig. 4.20. Decay dovetailing link between sections 
 
Crow realised there were two Gods- 
 
One of them much bigger than the other 
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Loving his enemies 
And having all the weapons (Hughes 1972, p.27). 
Section A deals with the duality mentioned in the text at this point; both the crow 
and Sylvia themes are heard concurrently in the violin parts above a perpetual 
accompaniment in the viola and cello. The crow motif has now been transposed 
upwards by an octave resulting in a milder timbre, strengthened by a quieter 
dynamic and the bow being placed closer to the tip, in effect reducing the bow 
pressure evident during the opening of the work. Indeed this theme gradually 
fades out as it is subsumed into the texture which surrounds it. The final inclusion 
of the crow theme at bar 39 is now marked piano, and the final two pitches are to 
be played pizzicato; the contrasting timbre and articulation suggests that the once 
dominant, stubborn voice of the crow is slowly decreasing in prominence as he 
ponders on his own mortality (Ibid.).  
The Sylvia theme is now heard high in the second violin’s register utilising artificial 
harmonics to create a hollow, unimpassioned timbre, as though the theme is 
being whistled; the once dignified theme of the antagonist is now diminished in 
importance as though it is a mere memory. This abating of prestige is tantamount 
to the role Crow plays throughout the movement; his influence on the world 
around him transposes to the musical implications his motif has on other melodic 
and harmonic aspects present in the work. Since the movement’s outset, the 
accompaniment has retained a quiet dynamic and static harmony, edifying the 
background role which it embodies; the viola and cello are treated as 
subordinates throughout this opening passage, their stoicism further highlighting 
the dominance of Crow. 
The accompaniment is constructed from a dyad in terms of texture with each 
individual line consisting of a pedal note coupled with a moving part above. 
Analysing this further, each instrument utilises two accompanimental ‘cells’ which 
repeat throughout this section (Fig. 4.21). However, the duration of each cell is 
distinct in the viola and cello parts; six crotchet beats in the former as opposed to 
eight in the latter. This is effective in staggering each subsequent entry of the cell, 
thus creating a syncopated accompaniment akin to the previous section. 
Furthermore, the dichotomy between the “two Gods” (Ibid.) alluded to in Hughes’ 
text is verified here through the use of phasing between the accompanying 
instruments; the similar rhythmic impetus coupled with contrary motion between 
80 
 
the moving pitches suggests concord, however the eventual syncopation 
suggests disharmony between the two.  
 
 
 
 
 
 
 
 
 
Fig. 4.21. Syncopated accompaniment cells 
 
The rhythmic diminution present in the previous movement is returned to at bar 
40, with both the viola and cello now playing in triplets, however the second violin 
is now added to this accompanimental texture in order to create a cross-rhythm 
which further obscures the meter. A similar build of tension is achieved at this 
point in the work; the contraction of note durations in the first movement (bars 55-
65)  was effective in driving the music towards its climax, and here, increases the 
momentum leading to the significant realisation experienced by Crow that: “there 
were two Gods” (Ibid.). In contrast to the first movement however, the dynamic 
remains relatively quiet throughout this passage in order to allow for a fuller 
climax later on in the work. In addition to the polyrhythms in the accompaniment, 
the first violin uses an inverted pedal two octaves above in order to maintain the 
wide range of pitch established by the second violin at the beginning of this 
section.   
After further rhythmic diminution in the viola at bar 44, there is a gradual shift to 
homophony whereupon the ensemble sustains two chords derived from the 
previous movement. As both poems make mention of God, a unifying factor 
would be to reiterate pertinent material in the second movement. The harmony in 
bar 50 is found at a moment of  coloured silence in bar 72 of the first movement 
(Fig. 4.11), with the second chord at bar 51 taken from the material at bar 99 
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which makes reference to refrain B. Whilst the monotheism in the first movement 
is represented by a singular chord, the “two Gods” (Ibid.) present in Hughes’ text 
expands on this by creating a polarity between the two. To facilitate ease of 
performance, in particular due to the double-stops, the voicing of the chord is 
adapted slightly between the second violin and viola. Furthermore, the addition 
of an F in the viola part somewhat undermines the duality between the two 
movements and is a further representation of the “two Gods” (Ibid.) (Fig. 4.22). 
 
 
 
   
 
 
Fig. 4.22. Harmony derived from first movement 
 
Crow realized that God loved him- 
Otherwise, he would have dropped dead. 
So that was proved. 
Crow reclined, marvelling, on his heart-beat (Hughes 1972, p.27). 
The passage between bars 53 and 63 focus once again on both themes present 
in the second movement. Initially, the Sylvia theme is heard in its entirety in 
unison in all four instruments, each with its own distinct timbre; the first violin uses 
its lowest string to add intensity, contrasted by the second violin utilising the bow 
close to the fingerboard in order to create a less resonant sound. The open strings 
of both the viola and cello facilitate a lack of vibrato which is significant during this 
repetition of the Sylvia theme in order to produce an unaffected, pure sound. 
Furthermore, the innate discrepancies in tuning between the players contribute 
to a denser timbre, and whilst the unison attempts to unite them, these slight pitch 
variances still maintain the individual qualities of each instrumental voice. The 
four instruments then stagger the various entries of the Sylvia theme in addition 
to employing quarter-tones in much the same way as refrain A in the first 
movement. Both Mad Girl’s Love Song and Crow’s Theology feature the 
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terminology ‘dropping dead’, and this texture is utilised in order to reflect the 
parallelism of  imagery which is present in both Plath’s and Hughes’ poems; the 
microtonal cluster of refrain A in the former is now superimposed upon the Sylvia 
theme of the latter forging a key association between the two. Subsequently, bars 
62-63 see an amalgamation of both the crow motif and the Sylvia motif in the 
second violin, in effect creating a symbiosis of all three themes found in the first 
two movements (Fig. 4.23). 
 
 
 
 
 
 
 
 
 
 
Fig. 4.23. Three motifs heard simultaneously 
 
The following section beginning at bar 68 deals with the imagery of the crow: 
“marvelling, on his heart-beat” (Ibid.). A short rhythmic cell is created in the two 
lower strings comprised of two pitches, G and A which are repeated throughout 
the section. As I wanted an element of movement between these two pitches, 
they are divided between both instruments so as to create an ascending and 
descending line; repeated pitches in each individual part would assume a static 
quality which would undermine the building momentum of the material here. Both 
violins play a short, aphoristic melody which, at first, utilises pitches from the 
heart-beat motif before gradually adding two further pitches in order to lengthen 
the melody somewhat. Both violins are heard in unison in order to create a more 
harsh timbre, due to the innate discrepancy in tuning between the two 
instruments. As the heart-beat motif progresses the addition of a G-sharp in the 
viola suggests an increase in intensity; rather than increase the tempo at this 
point, a shift in harmony is effective in building tension in order to reserve the 
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accelerando for later on in this section. The roles then reverse at bar 84 with the 
viola and cello now assuming the pizzicato melody. The texture becomes more 
chordal during this passage with the heartbeat motif gradually assuming the 
double-stopped pizzicato chords of the melody, resulting in all four instruments 
gathering at bar 98 with a building intensity in harmony and an increasing tempo 
to lead towards the next section of the work. Whilst the harmonic intensity is 
growing throughout these bars, the heartbeat motif is always present in the first 
and second violins, though now hidden in amongst the texture. Despite adhering 
mostly to the imagery present in the poem, a number of excursions occur 
whereupon the narrative is expanded upon; the silence which concludes this 
section is representative of the heart stopping, creating a moment of panic before 
the protagonist’s eventual realisation in the subsequent stanza. 
And he realized that God spoke Crow- 
Just existing was His revelation (Hughes 1972, p.27). 
Section D begins with a statement of the Crow motif in its original key of A-flat, 
however this time transposed upwards by two octaves in the first violin and 
doubled an octave lower by the second. This section marks the first use of the 
motif in two instruments simultaneously and the octave doubling reinforces the 
melodic role the Crow motif now assumes. The more robust timbre which is 
achieved here is representative of both God’s voice and the Crow’s uniting, with 
the melodic aspect deliberately contrasting with the abruptness of the initial 
example of the motif in order to suggest divine interaction; whilst the 
stubbornness which the character of the Crow demonstrates is still evident in the 
use of the motif, the influence of God has affected an air of regality and piousness 
which is effective in transforming the material into something which is more 
substantially melodic in nature.  
The accompaniment here assumes a waltz-feel, supporting the idea of regency 
introduced by  first and second violins, however the triple meter deliberately 
contrasts with the duple meter of the melody in order to suggest that this 
aristocratic foray is merely superficial (Fig. 4.24). 
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Fig. 4.24. Waltz meter in accompaniment 
 
Both the melodic component and the accompanimental material increase in pitch 
at this point in the work in order to maintain the momentum which has been 
building throughout this section. The former uses a number of different 
transpositions of the original motif in addition to rhythmic diminution of the melody 
to escalate tension. The interval of a major third is prevalent during the majority 
of the first and second violin material. The motif is heard again in its original key, 
however this time the last two pitches are repeated in order to attain a level of 
uncertainty which prepares for the subsequent modulation in bar 109; a rise by a 
semitone to C-sharp followed by a drop by a major third suggests a new tonic of 
A, however this is then superseded by a subsequent descending major third 
which results in shift to F (Fig. 4.25). 
 
 
 
 
 
 
 
 
 
Fig. 4.25. Repeated pitches leading to modulation 
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Furthermore, another rising semitone followed by an ascending fourth proposes 
a key of D-sharp which again is undermined by a descending major third leading 
to B. This period of transitory modulation then ends in bar 113 with an arrival into 
the key of C, however the motif has now undergone a further level of 
transformation in that the repeated initial pitch, in this case E, is delayed by a 
repetition of the lower note and subsequently placed an octave lower in the first 
violin (Fig. 4.26).  
 
 
 
  
 
Fig. 4.26. Crow motif adapted by repeated pitch and octave displacement 
 
The perpetual movement through key areas instils a sense of discontent and 
seems to suggest Crow’s flippancy and capriciousness through the constant 
shifting tonality; whilst Crow makes an attempt to ‘beautify’ his motif, it never truly 
achieves competency. 
In much the same way as the coloured silences evident in the previous movement 
were active in separating stanzas, the ascending gesture between bars 113 and 
114 is used to demarcate a shift in dramatic intention; the second violin does not 
adhere to the established intervallic relationship of the original motif here, rather 
the open A string is employed to create a comparatively unrefined timbre which 
contrasts with the stopped strings which have preceded it.  
Maintaining this focus on the voice of Crow, bar 115 sees the second violin 
assume the motif in the key of D-flat. The tone colour has now shifted from a 
resonant, full-bodied sound to a thin timbre, facilitated by the use of sul ponticello 
bowing and a quieter dynamic. The fugato texture here in the top three 
instruments suggests an approaching murder of crows, whose calls gradually 
increase in volume and intensity as they grow nearer to the protagonist. This 
passage arrives as a moment of realisation for Crow that God is the divine 
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creator, and that he and every other living thing is a manifestation of God’s image. 
The cello employs the Sylvia theme, however this is now decorated with 
extraneous pitches spanning a greater range of the instrument, and the theme is 
devoid of its concluding semitone. The tessitura of the cello here is deliberate in 
its conflict with the pitch material around it, as though the motif is struggling to be 
heard in amongst the overwhelming dominance of the Crows (Fig. 4.27). 
 
 
 
Fig. 4.27. Sylvia theme with extraneous pitches 
 
Furthermore, the intervallic relationship of the major third is contracted by a 
semitone in bar 121 resulting in a sounding of the motif in B-flat minor. The theme 
is then fully realised in bar 128, however this is immediately circumvented by a 
modulation to B major in bar 131; again, the motif here lacks its concluding 
semitone. The transitory nature of the Sylvia motif in this section suggests the 
supremacy of the Crow when joined by his brethren, as though the former is only 
a distant, somewhat distorted memory (Fig. 4.28). 
  
 
 
 
 
 
 
Fig. 4.28. Transitory Sylvia theme 
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But what Loved the stones and spoke stone? 
They seemed to exist too (Hughes 1972, p.27). 
Following the build to triple forte in bar 133, the work immediately shifts in tempo, 
dynamic and timbre to a more languorous sounding of the O Mira Regis 
plainchant in the viola. The narrative has now switched focus to the “stones” 
(Ibid.), moreover from the living to the inanimate, therefore the profundity or 
foundational quality of the stones mentioned in the text are represented by the 
devotional aspect of the melody, making reference to the stone building in which 
the plainchant would have been sung, that is, Inchcolm Abbey. However, as the 
text is questioning in nature, the phrase is left open-ended and without the 
concluding tonic pitch of the original plainchant (Fig. 4.29). This fragmentary 
aspect is explored throughout the coda in order to better pose the question to the 
audience, in addition to fulfilling a preparatory role for the following movement.  
 
 
 
 
Fig. 4.29. Incomplete plainsong phrase 
 
The following phrase adapts the O Mira Regis melody further by removing the 
ascent to the fourth of the scale, thus avoiding the semitone between the C-sharp 
and D, in turn suggesting a whole-tone relationship between pitches; the grace 
note which precedes the final note of the melody has now been raised by a tone, 
in this case to G, further supporting this non-diatonic relationship (Fig. 4.30). 
 
 
   
 
Fig. 4.30. Adapted O Mira Regis melody 
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The third phrase of the viola solo utilises aspects of both the Crow and Sylvia 
motifs, that is, the initial major third coupled with a portamento, somewhat an 
amalgamation of the glissando of the former and the separate articulation of the 
latter, however the anticipation of either of these is avoided by the subsequent E-
flat in addition to the larger intervallic relationship of the major sixth in bar 145; 
the descending three note motif in bar 146 pertains to that of the plainchant 
melody, however the diminution in note durations results in more of an 
ornamental feature. The phrase then concludes with one final appearance of the 
familiar major third leading into the concluding section of the movement (Fig. 
4.31). 
 
 
 
Fig. 4.31. Viola melody – third phrase 
 
The movement then concludes with a pizzicato theme derived from this 
descending three-note motif which moves between the instruments of the 
ensemble beginning in the cello at bar 149. The sustained harmony above this 
returns to the B-flat added ninth present in the opening of the movement, however 
the tessitura of this chord has now been adapted in order to distance it from the 
pizzicato melody. A sudden shift in harmony to D major with an added sixth and 
ninth at bar 152 disrupts the placidity of this concluding section in order to support 
the uncertainty of the text at this point. The first violin then assumes this motif two 
octaves higher in bar 153 with the surrounding harmony returning once more to 
the ‘home’ chord of B-flat added ninth before a further interruption at bar 156. 
Subsequently the harmony returns to the ‘home’ chord until the end of the work, 
with the viola continuing the pizzicato material from before. However, the first 
violin now inverts the descending motif at the top of the texture, which 
subsequently suggests the same dominant seventh harmony which was evident 
in the first movement at bar 99. The harmony here at the concluding bars of the 
movement is instrumental in instilling anticipation in the audience, supported by 
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the gradually contracting pizzicato motif in the viola, and is representative of the 
open-ended nature of the final line of the adapted poem (Fig. 4.32).  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 4.32. Inversion of three-note motif and contracting pizzicato melody 
 
Third movement 
Having utilised poems by both Sylvia Plath and Ted Hughes, I decided that the 
inclusion of a work by the couple’s daughter, Frieda Hughes would provide an 
intrinsic link between all three movements. Having read her book, Waxworks, a 
collection of poetry reinventing various mythological figures, I chose Pandora 
(2002), a contemporary re-working of the Greek myth of Pandora’s box; 
whereupon the box was opened, so the evils of the world were released, leaving 
only Hope inside (Hughes 2002, p.94). The presence of a protagonist is one 
which is evident in all three of the poems though with varying degrees of fantasy. 
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On further analysis of the poem, the character of Pandora could be interpreted 
as Hughes herself, looking through old photographs of her parents in addition to 
her father’s ashes. Hughes suggests that she and the box are virtually 
inseparable, with its contents representing both her memories and her very being: 
“If the box were emptied She would rattle like an empty tin” (Hughes, 2002, pp.12-
13). As well as pondering on the idea of scattering her father’s ashes, Hughes 
here, pits an important question: whether she should release a collection of 
photographs to the public and thus: “cast out the world’s evil” (Ibid., p.12). As with 
the Greek legend, Hughes concludes that were she to do this: “That one thing left 
is hope.” It was this line that would prove to be the basis for the movement and, 
in fact, the work as a whole. In comparison with the previous movements, the 
work would be concluded with a positive affirmation, though as the very 
implications of hope are somewhat ceaseless, the last bars would contain 
material that was non-conclusive in nature though were decisive enough to 
demarcate the end of the work. 
In summary, the poem again focuses on the mental process experienced by the 
protagonist in addition to the dichotomy between remembered involvement and 
the ‘tangible’ memories afforded by photographs. As the text is utilised as a more 
overarching influence in the movement, specific passages have been omitted 
from the following analysis.5 
Following the previous two movements’ strict adherence to their respective texts, 
the third and final movement of String Quartet No. 2 utilises the text in a less rigid 
manner. The structure of the text is almost entirely disregarded, rather it acts as 
a pseudo-timeline with which to introduce material; where the previous 
movements incorporated the poetic structure into the music, the third movement 
focuses to a greater degree on imagery which, in turn, has a more macroscopic 
effect on the musical content. In considering the three main approaches to word 
setting laid out by Scott, the concluding movement of the work, subtitled And if at 
last she spoke, conforms to the gestic method; various small points of imagery 
are utilised to create more substantial musical sections (Scott 2005, pp.10-11). 
In order to effectively introduce a third viewpoint into the work, one which is able 
to make reference to both established protagonists, this final movement is 
 
5 The full text of Pandora can be found in appendix B3. 
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intended as a culmination of the previous two, and utilises material from them 
whilst introducing a number of sound effects extracted from Frieda Hughes’ text. 
The introduction of a third character is significant in the overall work as it provides 
a commentary on the relationship of the previous two movements, and is able to 
examine the interaction of the two whilst simultaneously contributing a 
subsequent perspective. The structure of the third movement is again through-
composed, beginning with a short introduction followed by five sections reflective 
of the six stanzas in Hughes’ poem.  
The opening of the work focuses on this third protagonist, arguably Hughes 
herself, by dealing with both the emotional and physical exertion experienced by 
them whilst looking through a box of their parents’ belongings. Whilst not 
expressly mentioned in the text, there is an air of trepidation and mental conflict 
from the very outset; musically, this introductory material instates a nervous 
atmosphere through the use of a repeated semiquaver figure in both second violin 
and viola. The pitch material here makes use of the minor third, itself a diminution 
of the major interval prevalent in the previous movement, in addition to 
augmented and diminished intervals in order to immediately instil harmonic 
tension at the outset. Furthermore, this intervallic contraction is representative of 
the diminished quality of both the Crow and Sylvia themes; these themes are now 
somewhat affected by the passage of time and epitomise the dichotomy between 
the experienced and the remembered, a polarity which will be discussed below. 
The sporadic dynamics in the first three bars support the uncertainty experienced 
by the protagonist; by variously acting as background and foreground material, it 
is never quite obvious whether this figure is accompanimental or melodic in 
nature (Fig. 4.33). In addition, the frenetic texture here is intended to contrast with 
that of the previous movement’s closing material, as though the listener has 
suddenly entered the new protagonist’s consciousness. 
  
 
  
 
 
Fig. 4.33. Introductory material in second violin and viola 
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This handling of the text appears to go beyond the literal content of the words, a 
feature which will continue in this movement, furthermore demonstrated by the 
first violin entry in bar 2. The pitches used are the retrograde of the first two notes 
of the crow motif heard at the outset of the second movement, however the 
increasing bow pressure gradually inhibits the pitch produced by the string. This 
gesture is representative of the quick opening of a drawer, now stiff with age, in 
which the various photographs and other personal effects belong (Fig. 4.34). 
 
 
 
 
Fig. 4.34. Violin I ‘sound effect’ 
 
The first violin then assumes the slurred figure initiated by the two lower 
instruments, with the second violin now augmenting the rhythm to triplets in order 
to create a cross-rhythm which intensifies this nervous and charged atmosphere. 
Furthermore, this introduction of triplet rhythms instigates a gradual rise in pitch 
in both first violin and viola leading to the climactic end of the introduction. 
The first entry of the cello makes reference to the ‘heartbeat’ material of the 
previous movement through its pizzicato timbre. Bar 6 sees the cello then adopt 
the minor third figure present in the second violin at bar 1, however this is short-
lived and a more melodic phrase is achieved in the following bar leading to 
homophony at bar 9 in all instruments (Fig. 4.35).  
 
 
 
Fig. 4.35. Heartbeat motif in cello followed by melodic phrase 
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The pizzicato theme is then adopted by the full ensemble with the final plucked 
open strings allowing the sound to resonate in the acoustic of the building. Again, 
the ebb and flow of dynamics in this section create an uneasy atmosphere with 
the eventual flourish at the end of the phrase marking the end of the introductory 
material.  
Whereas texture was a significant point of focus in the introduction, section A 
places emphasis on the horizontal aspect of the music. There is a constant ebb 
and flow in terms of the experience of time with the inclusion of solo ‘recitative’ 
passages accompanied by the rest of the ensemble, ergo, monody, contrasted 
with a canonic passage in the whole ensemble, as discussed below.  
Whereupon the second stanza of the poem makes mention of “a dead mother” 
(Hughes 2002, p.12), the Sylvia theme is heard in the viola accompanied by the 
second violin, however the initial major interval has been replaced by a minor 
third. As the protagonist is described as having never met their mother, and 
indeed is “disembodied” from the “memories” (Ibid.) in the box, the distinction 
between major and minor is representative of the dichotomy between experience 
and perception; the memories the protagonist attributes to their mother have been 
garnered by interaction with these personal effects in addition to the testimony of 
others. Therefore, the second violin acts as the protagonist’s voice, trying, 
although in vain, to assimilate themselves with a mother that they never met in 
adulthood, musically represented by the initial imitative melodic contour, though 
marked by the maintained dissonance between the two lines (Fig. 4.36). 
 
 
 
 
 
 
 
Fig. 4.36. Second violin and viola duet 
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This three-bar phrase acts as both a moment of reflection and a catalyst for the 
following recitative-like material in the first violin which introduces the last of the 
three motifs in the work which deals with the consciousness of the protagonist. 
The melodic contour is characterised by four descending pitches, beginning with 
a major second. This is then repeated with a slight alteration to the end of the 
phrase relevant to the context in which it is heard. The initial inclusion of this 
theme using artificial harmonics is suggestive of the ethereal quality that the 
tangible ‘memories’ possess, and seems to question their very authenticity (Fig. 
4.37). 
 
 
 
Fig. 4.37. Protagonist’s motif 
 
The accompanying harmony is derived from the two ‘God’ chords in the previous 
movement (Fig. 4.22) and achieves the same ambiguity through the use of a 
dominant seventh chord; whilst the dominant seventh strives for a resolution to 
the tonic, this is sidestepped, in effective, disrupting the context of the 
surrounding harmony. Furthermore, as the box contains both their mother’s and 
father’s effects, as alluded to in the subsequent stanza, this intentional 
recapitulation of harmony foreshadows the dramatic narrative. The gradual build 
to tremolo articulation in each accompanying voice individually hints again at the 
experience of the protagonist, as though each fleeting memory prompts a new 
one; the eventual arrival at a sustained pitch marking a subsequent moment of 
respite.  
This ‘recitative’ section is then repeated, though now markedly different from the 
previous iteration. The viola’s representation of the Sylvia motif is now heard in 
the cello, with the distinction in timbre pertaining to the now altered image of the 
mother. The protagonist’s interaction with this image also differs, seen in the 
dissimilar contour of the second violin line; whilst there was an initial attempt at 
assimilation, this subsequent inclusion of material forgoes any sense of unity 
between the two. The viola now plays the protagonist’s motif, with the end of the 
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subsequent phrase in bars 21 and 22 this time descending in pitch, in effect, an 
answering phrase to the first violin material heard prior. The accompanying 
harmony is now based on the second ‘God’ chord from the previous movement 
and this time with fewer rapid iterations of pitch in order to relax the tension 
somewhat from the previous recitative section.  
The imitative texture at bar 23 reuses the dovetailing technique present in the first 
movement of the work, however the pitch restriction of the octatonic scale has 
been replaced with a seven-note ‘cell’ which maintains an intervallic relationship 
between all pitches (Fig. 4.38). This ascending motif is taken up by all four 
instruments of the ensemble; in much the same way as the coloured silence was 
effective in building tension through the gradually ascending pitch, here the 
gesture is included in order to bridge the recitative section with the following 
homophonic material. 
 
 
 
Fig. 4.38. Seven-note pitch cell 
 
As well as creating horizontal movement through the work due to the regular 
crotchet motion, a vertical ascent is established by initialising the phrase in the 
lowest tessitura of the ensemble and gradually rising towards the highest point in 
the first violin. Whilst various pitches are held in each instrument, the middle C in 
the cello for example, it is significant that these fade out gradually at staggered 
intervals between the ensemble, as though there is a moment of respite or 
grounding which is eventually superseded by a further rise in pitch, suggesting 
plateaus which are scaled throughout the section. 
The D-sharp in the first violin heralds new material in the accompanying 
instruments; the idea of height and depth is further explored at bar 29 in the 
contrast of tessitura present in the ensemble, extrapolating the contrast between 
the ‘remembered’ image of the mother and the ‘actual’, that is, the photographed 
image. Whilst the material at bar 23 utilised a process regarding pitch, this section 
uses both rhythmic expansion and contraction as an organising factor; the higher 
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chord gradually decreases in duration whilst the lower chord is extended each 
time with successive entries adding a subsequent iteration of the chord. Having 
established a dichotomy in regards to pitch and tessitura, it is now the horizontal 
aspect, that is duration, which is exploited here.   
The third stanza of Hughes’ poem then considers the second antagonist, that is 
the father (Hughes 2002, p.12). Musically, the B section of the work utilises both 
the Sylvia motif and the Crow motif, though as apparent in bar 11, the major third 
interval has been contracted to a minor third, again suggesting the ‘remembered’ 
aspect of the father. Whilst the viola and cello utilise a now extended version of 
the Sylvia motif, the first violin develops the Crow motif by removing the glissando 
between the first two notes and subsequently altering the two concluding 
repeated notes to create a phrase which alternates between pitches a minor third 
apart (Fig. 4.39). In terms of timbre, the sul ponticello bowing coupled with the 
tremolando present in the first violin, viola, and cello support the now altered state 
of the antagonist. 
 
 
 
  
 
 
  
 
 
Fig. 4.39. Adapted motifs in accompaniment 
 
Furthermore, this use of tremolando again portrays the experience of the 
protagonist as one of nervous trepidation whilst uncovering the various effects of 
their father; the poem makes reference to the former as the antagonist’s 
‘likeness’, in effect, bonding the two (Ibid.). This idea of symbiosis is represented 
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musically by the inclusion of the ‘song’ present in the cello and viola in the first 
movement at bar 46 however it is now assumed by the second violin and falls 
exactly a perfect fifth below the original cello melody. The instrumentation here is 
significant in that it indicates a voice not alluded to in the first movement; whereas 
initially both lovers were embodied by viola and cello, the second violin introduces 
a third voice representative of the third protagonist. In essence, the duality of the 
two instruments seen in the first movement has bonded to become one, a product 
of both, with the tonality falling between the two. Various transformations have 
now taken place in order to suggest an element of individuality which 
simultaneously acknowledges its ‘genetic’ relationship to the original melody 
whilst developing these characteristics in order to become its own fully-fledged 
theme. In analysis, the first half of the second violin melody, though transposed 
and rhythmically augmented, follows the melodic contour of the first movement 
material. The latter half, beginning in bar 44 now inverts the intervallic relationship 
of the former melody, resulting in an ascending passage heard high above the 
accompanying instruments (Fig. 4.40).  
 
 
 
 
 
 
Fig. 4.40. Second violin assuming Movement I material 
 
At the cessation of the second violin melody in bar 48, the accompanimental 
material gains in prominence and the instruments gradually gather on an F-sharp 
which has been established by the cello in bar 50. Again, the contrast between 
the physical and the metaphysical is highlighted here; the Crow motif is heard in 
full at bar 54 and is representative of the physical presence of the protagonist’s 
father, in this case his ashes. The significance of this image is emphasised by 
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the ensemble playing in unison, indeed the only such occurrence of the Crow 
motif appearing simultaneously in all four instruments (Fig. 4.41). 
 
 
 
 
 
 
 
 
Fig. 4.41. Simultaneous sounding of Crow motif 
 
The segue between sections B and C is deliberately uninterrupted in order to 
support the flow of the text; the fourth stanza considers both the photographs of 
her mother and father, and her father’s ashes, and questions whether the 
protagonist should release these photographs to the public. It is in this stanza 
that the mythological imagery of Pandora becomes more apparent with a notable 
allusion made between her parent’s belongings and the “evil” (Hughes 2002, 
p.12) contained within the box. Therefore, having gathered again on a unison 
pitch, F-sharp, the ensemble then incorporates a gesture akin to the ‘decorated’ 
unison of refrain A in the first movement in order to suggest the introverted nature 
of the stanza which focuses on the mental dilemma of the protagonist. The use 
of unison is significant in all three movements as it embodies the very act of self-
reflection; the very outset of the work deals with the protagonist closing their eyes, 
emblematic of the periods of contemplation present in all three movements. 
Moreover, the gradual descent in pitch in the lower three instruments is an 
example of the ‘dissolving’ technique present in other works contained in the 
portfolio,6 and effectively builds in momentum towards the following recapitulation 
of melodic material.  
 
6 See A Song to David and Five Introits, chapters two and three respectively.  
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As the poem brings the protagonist to the fore, so too does the music focus on 
the motif associated with them. In this case, the melody is heard in the original 
key by the first violin followed by viola, however the former now utilises stopped 
strings allowing a greater degree of expression, and indeed, a louder dynamic. 
This difference of timbre suggests a strengthening of resolve as the poem, and 
of course the musical work, progresses. However, Hughes’ text questions her 
very relationship with the items she associates with her parents, therefore the 
music here reflects the mental struggle experienced when faced with the 
dichotomy between maintaining the privacy of her parents’ affects and allowing 
them to be seen by the public. Whilst the melodic material represents tenacity 
and willing, it is somewhat at odds with the accompanimental texture in the lower 
three parts; the irregularity of chords falling on strong and weak beats is 
instrumental in undermining the common time meter, in turn destabilising the 
foundations upon which the melody is heard. Furthermore, bar 65 sees the 
rhythm of the accompaniment being augmented to triplets, suggesting an 
increasing pervasion of the syncopated chords, thus the initial apprehension is 
gradually gaining in salience towards the end of the section.   
Again, Britten’s String Quartet No.3 is a vital source of inspiration in regards to 
texture and instrumental gesture, most apparent in this movement at bar 71. The 
fourth movement of his work, ‘Burlesque’, features a jocular melody which moves 
between each instrument of the quartet. The ‘Trio’ section then places this melody 
in the first violin, accompanied by various ostinati in the other three instruments: 
col legno chords in the second violin, arpeggiated bowing behind the bridge in 
the viola, and slurred pizzicato notes in the cello. This ‘layered’ accompaniment 
affords each instrument its own character whilst contributing to an overarching 
buoyancy and jovial mood (Fig. 4.42). 
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Fig. 4.42. Benjamin Briten. String Quartet No. 3. p. 24. © 2006 by Faber 
Music Ltd., London. Reproduced by permission 
 
Both the second violin and viola timbre is alluded to in my work, and whilst the 
overall atmosphere of Hughes’ text is certainly not one of whimsy, the playfulness 
of these various timbres contribute towards a sense of discomfort bolstered by 
the juxtaposition of the comical with the profound. This section of the movement 
deals with Hughes’ relationship to the media, and her widely-reported derision at 
the proposed use of her mother’s work in the 2003 film Sylvia, having refused the 
BBC access to Plath’s poetry. In her poem, published in Tatler magazine, Hughes 
proffers: “They think I should give them my mother’s words To fill the mouth of 
their monster, Their Sylvia Doll,” in palpable disdain at the romanticising of her 
parent’s relationship (Reynolds 2003). The flippancy and seeming frivolity of the 
timbre here is representative therefore of the ‘outsiders’ who wish to transform 
these various effects into mere entertainment. As this texture subsides, the viola 
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plays the last iteration of the Sylvia motif in bar 75, in effect posing the question 
penned by Shakespeare: “Who is Sylvia?” (Shakespeare 1974, p.165), as though 
her true memory has been forgotten, replaced only by the constructed image 
portrayed by the media (Fig. 4.43). 
 
 
 
Fig. 4.43. Final iteration of Sylvia motif 
 
The penultimate stanza of Pandora continues this period of self-reflection leading 
the protagonist to acknowledge their affinity with the contents of the box (Hughes 
2002, p.12). Ultimately, the imagery of the myth of Pandora is concluded in the 
poem with the final line: “That one thing left is hope” (Hughes 2002, p.13). This 
contemplative state is reflected musically by an allusion to refrain A in the first 
movement; whilst the viola and cello play an initial unison F-sharp in bar 77, the 
interval is quickly circumvented by the descent of a major second in the latter.  
This close-harmony is effective in referencing the material which opened the first 
movement of the work, however the intervallic expansion of each successive 
entry allows for a greater feel of consonance and thus acquiescence on the part 
of the protagonist. Quarter-tones in the second violin diminish the tonal centre of 
F-sharp minor, and instead tend towards A-sharp, in essence striving for 
resolution into a major key creating a sense of yearning. Whilst the protagonist 
contemplates emptying the belongings of their parents, they simultaneously 
approbate the interdependence between themselves and the box; the 
photographs contained within form the only memories of her mother, Plath having 
committed suicide whilst Hughes was only three years old. The return to A-natural 
in the second violin at bar 83 is representative of this moment of acceptance, 
however the tonal centre has now shifted to E in the surrounding instruments, in 
turn instigating an ascending melodic passage in the first violin accompanied by 
a countermelody in the viola. As the work has progressed it is these two 
instruments which have come to assume a significant melodic role, and whilst 
they have been heard predominantly as single voices, there is a sense of unity 
here at the concluding part of the work; the very existence of the protagonist is 
reliant on the confluence of these two distinct voices. Following the climax of the 
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movement at bars 91 and 92, the second violin and cello are removed from the 
texture, allowing the first violin and viola to sustain a major second; it is significant 
that whilst a certain degree of accord is present between these two voices, the 
dissonance is indicative of their innate diversity.  
As evident in the previous two movements, the O Mira Regis plainsong is used 
to bring the work to a close. Whereas formerly, the melody was heard as a 
singular voice accompanied by the rest of the ensemble, here it is assumed by 
each of the four instruments independently in canon beginning in the first violin 
at bar 101. As present in Five Introits, the process of lining-out is used between 
the instruments of the ensemble with each melodic phrase representing its own 
voice: soprano and alto in the first and second violins respectively, with the viola 
and cello assuming the tenor and bass parts. Again there is an element of 
individuality in each of these parts; the two violins are heard in an exact rhythmic 
canon at the unison whilst the rhythm of the viola is augmented towards the latter 
half of the phrase. Finally, the cello’s more languorous line begins the phrase at 
half-speed before becoming more florid at bar 108 in order to coalesce with the 
first and second violins (Fig. 4.44).  
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Fig 4.44. ‘Lining-out’ in all four instruments 
 
This approach to polyphony is again representative of the homogeneity of en 
masse singing whilst simultaneously acknowledging the distinctive 
characteristics of the individual voices which, in turn, contribute to the whole. The 
final line of the poem with its mention of hope forms the ideology of the work 
macroscopically; the very nature of hope is unceasing and is a continuous longing 
for something more. Following this initial statement of the plainsong melody, each 
instrument assumes its own distinct intervallic motif centred around G; the first 
and second violins maintain an ascending major second whilst the viola inverts 
this with a descending interval. The minor third in the cello makes reference to 
the altered Sylvia motif which has pervaded the third movement. Ultimately the 
two violins are heard alone, with a focus on the shift between dissonance and 
consonance, notably concentrated once more on the unison. In effect, the work 
has come full-circle, having begun with a singular pitch in the cello at the outset 
of the first movement, the work as a whole concludes a compound perfect fifth 
higher in the second violin. The lack of a unison resolution in the penultimate bar 
of the work suggests this idea of longing, however, although both violin parts 
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avoid converging on the final note, the ‘tonic’ pitch is omnipresent throughout this 
last section of the work. Thus, there is a sense of ‘unfulfilled completeness’ which 
leaves the work somewhat open-ended by exploiting the listener’s expectation as 
to the conclusion of the piece.  
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5. Horo 
In the summer of 2015 I was commissioned by Edinburgh-based soprano, 
Frances Cooper to compose a work for soprano and clarinet which would be 
performed in a number of concerts around Scotland, its premiere being given in 
the 2015 Sound Festival in Aberdeenshire. The work was to incorporate newly-
commissioned poems by Scottish poets, Stewart Sanderson and Jane McKie 
from the stimulus of the Scottish folk song, Turn Ye to Me, a song that I had set 
the year before for inclusion in a concert given during the Edinburgh Fringe 
Festival by Cooper that was inspired by birdsong. After an initial meeting with 
Cooper and both poets, it was hypothesised that the most effective starting point 
would be for the poets to sketch out their ideas which could then be built upon by 
the composers.  
 
Location 
As a significant aspect of the project, entitled Turning the Elements, was to be 
the creation of new material from an already established source, it was vital that 
both music and text supported the idea of renaissance; the original text, Turn ye 
to Me, by John Wilson under the pseudonym ‘Christopher North’ focuses on both 
the rugged Scottish coastline and the various birds found on it, therefore it was 
these aspects that was to be continued in the conception of new poetry. The title 
of the project makes reference to both the “Turn ye to me” (North, 2011) refrain 
present in the original poem, in addition to the ever-changing weather of the 
Scottish coastline. 
As the project involved both the commissioning of music and text, I thought it 
imperative that the poems to be set were unhindered by the surrounding music. 
Consideration was placed on pacing of the delivery of the text and also the 
accompanying role of the clarinet. After having received both completed texts 
from the two poets, pre-compositional planning saw the work fall into three 
movements, taking the form of a short suite of pieces. Both of these new texts 
would frame a central movement for solo clarinet, meaning that the original text 
from which the project was formed around was absent in the work, allowing the 
new poems to be the sole source of text in the piece as a whole, further 
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highlighting them. As with a number of works contained within the portfolio, 
harking back to archaic forms was to prove fruitful in the conception of my work 
Horo1; the structure of the 17th and 18th century operatic aria was borrowed here 
creating, broadly, an introductory ‘recitative’, extended instrumental solo, 
followed by a concluding ‘aria’. The location of Horo’s premiere was once again 
a substantial impetus in the work’s gestation. As the piece was to be performed 
in Migvie Parish Church, a small stone building, it was hypothesised that the 
acoustic would allow a good amount of resonance in the chalumeau register of 
the clarinet and thus would support the higher tessitura of the soprano well. In 
addition, the decay of the building would support the articulation of any florid 
passages in the clarinet whilst at the same time sustaining each pitch, allowing 
for a ‘wash’ of sound.  
 
Performers 
Due to the shared registral capabilities of the two instruments, they are treated 
as equal ‘voices’ in many places throughout the work; there is a conscious effort 
to refrain from allowing the clarinet to be a mere accompaniment to the soprano. 
In considering the clarinet’s plaintive timbre, and its ability to idiomatically realise 
both loud and quiet dynamics in almost all ranges, a homogeneity between both 
performers could be effectively conceived. Conversely, various ornaments and 
techniques such as trills, tremolos, and timbral trills would allow the clarinet to 
embody a more instrumental role, possessing timbres not achievable by the 
vocalist. Furthermore, the extensive lower range of the clarinet would facilitate a 
greater ability to distinguish between these voices, with the resonance of this 
lower range playing a significant role in the association between the two 
performers. The first movement of the work epitomises this relationship, with the 
clarinet at times accompanying the voice with rapid arpeggios and sustained 
pitches, whilst subsequently being heard in homophony assuming a similar 
tessitura to that of the soprano. Due to the varied timbral palette, though 
somewhat restricted range of the ensemble, devoid of a true bass instrument, an 
 
1 Notably the use of plainsong in String Quartet No. 2 and the da capo aria form in the first 
movement of Totentanz. 
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onus would be placed on texture, most notably in the clarinet’s accompanimental 
material. 
 
Audience 
The first movement of Horo sets Stewart Sanderson’s poem First Song (2015). 
The title of the movement is derived from the name of the boat mentioned in the 
text, translated as “music of” in Gaelic. The poem takes the form of a journey 
around the coastline near Ullapool and details the various sights and smells which 
he and his companion encountered. There is a regular rhyming scheme in the 
text (ABAB), however due to the recitative-like nature of the musical setting, as 
discussed below, the alternate rhyme present in the text is not always adhered to 
in the music due to the focus on imagery taking precedence. Five of the six 
stanzas conclude with a full stop and contain either one or two separate clauses, 
however the penultimate stanza uses enjambement in order to lead directly onto 
the final verse, creating a lengthy first clause followed by a more concise 
metaphor describing the preceding image. The musical setting therefore follows 
the poetic narrative, and is effective in maintaining the musical impetus allowing 
for moments of reflection or the highlighting of certain imagery.2  
Having broadly described the structure of the first movement as a recitative, the 
structure can be broken down further into five subsections (Table 5.1). 
 
Introduction Recitative I Accompagnato I Recitative II Accompagnato II 
Bars 1-15 Bars 16-26 Bars 27-37 Bars 38-43 Bars 44-86 
 
Table 5.1. Movement I subsections. 
 
This subdivision of the work allows for an ever-changing delivery of text, from 
unmeasured speech-rhythm in the recitative sections which feature a somewhat 
limited pitch range in the voice, to the metered ‘accompagnato’ sections, the latter 
being characterised by a more florid accompaniment in the clarinet and a greater 
onus placed on rhythmic impetus in the soprano. Considering Sanderson’s text, 
 
2 The full text can be found in Appendix C1. 
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accompagnato  textures are utilised in order to highlight certain points of imagery, 
for instance the “innumerable twists” of the “frayed rope” (2015)  present in the 
third stanza being represented by a circling motif in the clarinet whilst the soprano 
makes greater use of syncopation. In contrast, the recitative sections are 
comparatively homophonic, with a steadier delivery of text substantiating the role 
the corresponding passages of text possess in forming the narrative of the overall 
poem. 
In his article Text and music: some new directions, Lawrence Kramer analyses 
Christian Wolff’s 1988 work, Leaning Forward, specially commissioned for a 
conference entitled “Music and the Verbal Arts: Interactions.” He describes 
Wolff’s methodology in regards to text setting whereby the vocalist imbues little 
emotion or affect in their singing: 
Wolff painstakingly avoids writing vocal lines that ‘express’ the texts, and 
he instructs his singers to use a plain, matter-of-fact style far removed from 
that of the nineteenth-century Lied…As for the instrumental lines, on cello 
and clarinet/bass clarinet, they are expressively independent of the text 
and musically independent of the vocal lines. Far more than in the poetry, 
in the music things just happen along, like the serious matters of the world. 
(Kramer, 1989, p.145). 
In concordance with Wolff’s method, a significant factor of the first movement was 
to be textual coherence, edified by its focus on a recitative-style delivery of text, 
however the instrumental accompaniment is at times both independent of the 
voice and intrinsically linked to it. This approach allowed consideration of the 
ensemble as three distinct voices: soprano, clarinet, and their resultant 
amalgamation into one unified voice, the latter of which is exemplified below in 
Fig. 5.3. It is certainly true that the text was not to be over-dramatized by aspects 
of word-painting as evident in Wolff’s methodology, though a certain concession 
to meaning and its musical representation was deemed beneficial in the 
composition of Horo. 
Whilst the soprano sings the text of the poems by Sanderson and McKie in the 
first and third movements respectively, the middle movement of the work, a 
clarinet solo marked ‘Intermezzo’, uses the structure and imagery of the original 
text Turn ye to Me in order to generate the form and pitch content of the work: a 
process similar to the handling of text in String Quartet No. 2. Whilst the melodic 
content of the refrain is pre-defined by the folksong, it has been adapted in order 
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to obscure the recognisable melody somewhat. The original poem uses the 
refrain “Horo, Mhairi dhu, turn ye to me” (North, 2011) throughout, specifically at 
the second, fourth, and ninth lines with the melody also being repeated verbatim 
each time (Fig. 5.1). 
 
  
 
 
 
 
 
 
Fig. 5.1. Refrain in verse of original folksong 
 
As with the first movement of String Quartet No. 2, this refrain, represented 
musically by a melodic motif in the clarinet, appears at regular intervals 
throughout the ‘Intermezzo’. However, the pitch material has been adapted 
somewhat in order to diminish the sense of tonality present in the original song, 
as detailed below. Furthermore, a similar process is employed for the first and 
third lines of each stanza, whereupon a melodic phrase is repeated throughout 
the work contemporaneous to its occurrence in the text. Whilst the refrain adheres 
closely to the melodic outline of the original, this secondary material bears no 
resemblance to the folksong and thus operates at a purely synchronous level. 
Finally, the melody heard at lines five to eight of the original folksong melody is 
retained in the ‘Intermezzo’, however embellished with a number of ornaments, 
and extra pitches; as the initial ascending melodic passage appeared to 
contribute to something of a climax in Turn ye to Me, it was deemed significant 
that this contour should appear also in this instrumental setting of the text (Fig. 
5.2). Furthermore the characteristic arch of the melody provides a recognisable 
melodic element to the instrumental movement. Irrespective of whether the 
folksong is known by the audience, this more lyrical passage provides a vital 
contrast to the limitations of pitch present with the use of the octatonic scale.  
110 
 
 
 
 
 
 
 
 
 
Fig. 5.2. Melodic arch in chorus of original folksong 
 
The final movement of the work sets Jane McKie’s poem Contrary Bird (2015). 
She describes the significance of the imagery surrounding the birdlife present in 
the original text: 
The black-backed gull in my first poem, 'Contrary Bird', which is a more 
direct take on 'Turn Ye to Me', is by contrast a more spiritual creature all 
together. Despite not being ascribed priestly qualities, the bird holds true 
to her instincts, instincts which can transcend the physical realm…There 
is bleakness here: the poem features the voice of oblivion, so it is pretty 
bleak really!  But there is also hope, and in this poem, which functions as 
a counterpoint to its companion, determination rather than rapacity is 
embodied by the creature living instinctively at the margins of our islands 
(McKie, 2015b). 
The apparent “bleakness” (Ibid.) in McKie’s text is immediately highlighted by the 
eventual inclusion of the refrain in a minor key, as though the singer is lamenting 
the very presence of the bird. Whilst the first movement, characterised by its 
plainsong-like iteration of pitches, functioned as a recitative to this, the ‘aria’ 
movement, Contrary Bird places a greater emphasis on lyricism in both the 
soprano and clarinet writing. In a similar vein to the previous movement, McKie 
includes the refrain “Turn ye to me” at various points in the latter half of her work, 
at times using the entirety of the phrase, whilst also curtailing it or, indeed, 
repeating certain words.  
Whilst the intention of the refrain in the original folksong is something of a 
beckoning to “Mhairi dhu” (North 2011), McKie’s poem replaces this romantic 
imagery with the threat of danger the sea possesses to the birds living around 
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the coastline; the personification of the sea as it “yowls” (2015a) to the birds 
further highlights it as a natural destructive force. In this respect, the nature of the 
refrain has changed significantly from one of comfort and solace to impending 
mortality. Whilst the majority of the poem is left unedited, the first instance of the 
refrain in bar 1 is included as a resolution to the previous material in the clarinet; 
as McKie uses this line in her text, it was deemed appropriate to include it at the 
outset of the movement without the risk of detracting from the text she supplied.  
McKie’s direct quotation of the language used in Turn ye to me, namely “breast” 
and “nest” (Ibid.) and the instance of rhyming is a conscious effort by the poet to 
assimilate something of the sonic quality of the original folksong. Therefore, the 
rhyming scheme of these two lines has been preserved in the third movement, 
and is supported by symmetry in phrase length.  
 
I. Ceòl Na 
The opening of the first movement deals with the first three notes of the folk song, 
gradually extending the initial dominant anacrusis in the melody in an 
improvisatory manner by the solo clarinet at a low dynamic and retaining the 
function of the upbeat in the original song. It is of note that rather than the 
anticipated tonic chord following this upbeat, the melody suggests either the 
subdominant or supertonic. This delaying of the tonic is extended here in the 
clarinet’s introductory material; it is only in bar 12 of this movement that the tonic 
pitch is heard, however the accidentals here obscure the harmony, meaning that 
any sense of a tonic arrival is eradicated (Fig. 5.3).3 
  
 
3 Where a musical example shows the clarinet alone, the excerpt appears in C. Where both the 
soprano and clarinet are included, the transposed line is shown directly below the vocal line, 
with concert pitch displayed below that. 
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Fig. 5.3. First instance of tonic pitch 
 
Referring back to Scott’s article, the handling of the accompanimental role of the 
clarinet is representative of mimetic and gestic word-setting; the former can be 
seen to influence the recitative sections, exemplified by the flourishes in the 
clarinet part which are significant in colouring specific portions of the text as 
discussed below (Fig. 5.4). 
A mile or two from Ullapool 
we found a useless fishing boat 
hauled up to rot, its ragged hull 
yawning like a cod’s cut throat. 
 
Here and there red scabs of paint 
lent colour to the splintered wood. 
A thin dark line of faded print 
named her – Ceòl na… I understood (Sanderson 2015). 
The soprano’s first entry at bar 16 again subverts any sense of a linear tonality 
following on from this introductory material in the clarinet; whilst the latter plays a 
whole-tone triplet motif, the former assumes a predominantly C aeolian modality, 
the added B natural in bar 17 initiating a modulation to the mixolydian mode on 
G. However, the tonality returns again to C aeolian in the following bar in order to 
complete the phrase. Whereupon the text makes mention of the “cod’s cut throat” 
(Ibid.), the clarinet reacts to this with a whole-tone flourish in its upper register. 
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Fig. 5.4. Mimetic material in the clarinet 
 
Care is taken to begin this at a relatively low dynamic in order to ensure that the 
text is heard and easily comprehended by the audience. This figure provides a 
contrast to the low, murmuring timbre beforehand which is representative of both 
water and the shoals of fish which the fishing boat was once associated with, 
however this louder conclusion of the phrase, itself a reference back to bars 11 
and 12 of the introduction, acts to bring the listener’s attention back to the present 
for the next portion of text.  
The relationship between the voice and clarinet is constantly in flux throughout 
this movement, and a plaintive mood is created at bar 21 with both performers 
being heard in homophony. Whereas the clarinet has thus far fulfilled a reactive 
role to the imagery in the text, here it merges with the voice to create one singular 
voice. The pitch material in the former is an inversion of the soprano’s line 
transposed up a perfect fourth, thus there is a direct relationship between the two 
lines at this point. This transposition allows for brief moments of dissonance which 
highlights the imagery of the “splintered wood” (Ibid.) in the text whereupon the 
voice and clarinet are a minor second apart (Fig.5.5). 
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Fig. 5.5. Inversion of soprano line 
 
The pitch material is derived from the two preceding phrases in the soprano line, 
the first half of which utilises the G mixolydian scale present in bar 17 and then 
concludes with a return to the C aeolian of bar 18.  
The subsequent line describes the lettering which names the boat “Ceòl na” 
(Ibid.). The clarinet departs from the ‘shadowing’ technique of the previous 
phrase, with the inverted pedal above the soprano line representing the etiolated 
quality of the “thin dark line” (Ibid.) represented by a sustained pitch. The name 
of the boat is itself incomplete, alluded to by Sanderson’s use of ellipsis following 
the first two words “Ceòl na…”. The lack of the final noun is significant in the 
depiction of the boat as dilapidated and inoperative, as though after years of 
neglect the vessel is now a shadow of its former self. The soprano’s repetition of 
text here highlights this idea of incompleteness; whilst the contour of both phrases 
is similar, in effect referring to the “Ceòl” through its inference of a refrain, the 
break in between them suggests an air of longing. The section then ends with the 
declaration “I understood” (Ibid.), again utilising a whole-tone relationship 
between pitches in order to abstract it from the ambiguity of the previous line (Fig. 
5.6). 
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Fig. 5.6. Refrain figure in soprano line 
 
All round, innumerable twists 
of frayed rope frizzed from the stony sand: 
too many sailor’s knots to list 
tying the water to the land (Sanderson 2015). 
The first accompagnato section of the work is significant in building momentum 
towards the following stanza of the poem through its more rhythmic 
accompaniment in the clarinet, above which the soprano is allowed a more lyrical 
melody. This contrast in texture is akin to George Frideric Handel’s approach to 
recitative, most notably in his oratorio, Messiah (1741). The passage of soprano 
recitative prior to the chorus, Glory to God, interchanges between secco (Fig. 
5.7a) and accompagnato (Fig. 5.7b) textures, effectively building in rhythmic 
tension towards the exultant chorus which follows. Whilst the role of the singer 
here is to narrate scene, the building of rhythmic momentum effects an upsurge 
of dramatic intent, preparing for the climactic entry of the full chorus. This building 
of tension is evident in Horo as a means to better express the vivid language 
used in the text, in particular the complexities present in the “innumerable twists” 
(Ibid.) of the rope. 
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Fig. 5.7a. Secco recitative in Messiah 
 
 
 
 
 
Fig. 5.7b. Accompagnato recitative in Messiah 
 
Sanderson’s text describes the “frayed rope” (Ibid.) which is seen on the beach, 
and it is this imagery which is exploited here through the use of pitch and rhythm 
patterns, representing the various threads which make up the rope. The pitch 
content present in the clarinet accompaniment comprises of both the octatonic 
and pentatonic scales, though the former is featured most predominantly in this 
section. Rhythmically, an additive isorhythmic pattern is used to suggest the 
many twists of fibre used in the rope’s construction with the semiquavers grouped 
as: 3,3;5,5;6,6. The multiple layers of the winding thread is reflected in the use of 
both the descending octatonic isorhythm and the ascending pentatonic phrase 
which intersperses the former, thus the clarinet material is characterised by a 
sense of ‘weaving’ melodic lines (Fig. 5.8). 
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Fig. 5.8. ‘Weaving’ pattern in clarinet accompaniment 
 
Whilst the clarinet maintains the same pitch content throughout the 
accompagnato section, the soprano travels through numerous modes during this 
passage, beginning in A-flat aeolian from bars 27-31. The melody then modulates 
to F major in bars 32 and 33 before finally F-sharp dorian is heard at bar 34. This 
transitory modulation generates a harmonic impetus which contributes once more 
to the overriding sense of momentum throughout this section of the work. 
Furthermore, the use of syncopation in both the soprano and clarinet lines is 
effective in eliminating any sense of a regular meter affording the music a greater 
deal of fluidity. 
We pressed on through the afternoon 
walking on crinkled bladderwrack, 
crisp packets, plastic bottles. Soon 
we lost sight of the little wreck (Sanderson 2015). 
As with the first recitative section, the text is concerned with positioning the 
protagonist, in this instance, travelling further along the coastline, therefore the 
static texture heard at bar 16 is returned to, with the clarinet utilising an inverted 
pedal above the soprano line. Again, this diaphanous texture is significant in 
ensuring the text is heard clearly during this passage. There is a notable contrast 
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between the flora of the beach and the detritus which has been left behind: 
“crinkled bladderwrack, crisp packets, plastic bottles.” (Ibid.) As this is a 
significant moment in the text, illustrating the negative impact humans can have 
on nature, the soprano melody is left unhindered by the clarinet; the whole-tone 
triplets are heard once more, though the difference in tessitura between the two 
performers ensures that the vocalist can be clearly discerned. Furthermore, an 
attempt at mimetic word-painting would render the profundity of this imagery as 
comical or flippant, therefore the clarinet’s reaction to this text is only heard once 
the soprano has completed the phrase. Following an agitated ascending passage 
in the clarinet, there is a return to homophony at bar 43. Where Sanderson’s text 
mentions the boat disappearing from view, the texture present at bar 16 (Fig. 5.5) 
is recapitulated, however there is a deliberate deviation in the clarinet’s imitative 
entry at the end of the phrase to signify the imagery of “the little wreck” (Ibid.) as 
dissipated (Fig. 5.9). 
 
Fig. 5.9. Return to homophonic texture 
 
After a while our nostrils grew 
accustomed to the salty reek 
of seaweed which, a week or two 
before, had broken with the slick 
melee of fronds, handed from wave 
to wave until it washed up here: 
a rank beard for the tide to shave, 
to fold slowly out of the air (Sanderson 2015). 
Due to the multiplicity of imagery present in the concluding stanzas of 
Sanderson’s text, in addition to the enjambement prior to the last stanza, the final 
section of the movement is by far the most expansive with a return to the 
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accompagnato texture seen at bar 27. Whilst the passage still maintains a 
recitative role, elements of the previous ‘secco’ recitative sections play a 
significant role in its construction. An isorhythmic ostinato is once again heard in 
the clarinet in its chalumeau register, however this time the phrase diminishes  in 
length towards the end of bar 54. Whilst the ostinato motif decreases in length, 
the presence of grace notes in the clarinet part becomes more apparent, in effect 
providing a further countermelody to the soprano’s line. The latter is heavily 
inspired by the original folksong melody, with an onus being put on the first two 
pitches which opened the work. There is a marked conflict between the tonality 
of the two lines; the D phrygian mode of the clarinet juxtaposes the F major 
tonality present in the soprano. The text here makes mention of “the salty reek” 
(Ibid.) and is symbolised by dissonance created by the bitonality at this point, 
however the abating prominence of the clarinet material reflects the 
acclimatization experienced by the protagonist.  
There is a greater focus on word-painting during this section of the movement, 
most notably in bars 63-70 whereupon the clarinet responds to the soprano’s 
mention of seaweed being “handed from wave to wave” (Ibid.). The tremolo used 
in the clarinet is representative of the waves moving towards the shore, beginning 
with the interval of a fifth and gradually decreasing to a timbral trill at bar 70, akin 
to the waning crest of the wave as it levels out on approach to land (Fig. 5.10). 
 
Fig. 5.10. Decreasing intervals in clarinet 
 
As present in bars 35-36, and 43, an ascending clarinet solo interrupts the 
prevailing mood of the section leading to the conclusion of the first movement. 
The pitch material here is less restricted with the clarinet providing a 
countermelody above the vocalist. The line “a rank beard for the tide to shave,” 
(Ibid.) is represented by a gradual dissolution of this countermelody which 
decreases in both dynamic and pitch, leaving the soprano to sing the final line 
unaccompanied. The concluding fourths in the clarinet reference the original 
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folksong, however the polarity between the dominant and the tonic which is 
evident in the melody is somewhat undermined by the continued ascent of the 
interval, leading to an ambiguity of key centre. Furthermore, the sense of space 
between each of the intervals is indicative of the air mentioned in the text at this 
point and this exclusively instrumental conclusion leads to the second movement 
of the work for solo clarinet. 
 
II. Mhairi Dhu 
The stars are burning cheerily, cheerily, 
Horo, Mhairi dhu, turn ye to me. 
The sea mew is moaning drearily, drearily, 
Horo, Mhairi dhu, turn ye to me (North 2011). 
The movement begins high in the clarinet’s register, with the height of pitch 
representative of the “stars” mentioned in the text; there is a marked opposition 
between the ‘other-worldly’ character of the stars and the terrestrial nature of the 
various birds which pervade the text, in addition to “Mhairi dhu” (Ibid.), or ‘dark 
Mary’ as mentioned in the refrain line. Correspondingly, the pitch material in bars 
1-13 utilises the octatonic scale in order to maintain an ambiguous tonality in the 
opening of the work.  
Both the intervallic and rhythmic relationship of the material in bars 1-4 is then 
heard again at bar 7 in retrograde inversion in order to demarcate this material 
as relating to the opening line of the poem, in turn, creating a parity between the 
two.  However, as the third line makes mention of the “sea mew” (Ibid.), thus a 
terrestrial being, the phrase is now heard at a lower pitch.  
The “Mhairi dhu” (Ibid.) refrain maintains the melodic contour of the original 
folksong, however due to the application of the octatonic scale, it is now heard in 
the minor within the range of a diminished fifth, creating a bitonality between A 
minor and C minor (Fig. 5.11). 
 
 
 
Fig. 5.11. Octatonic scale applied to “Mhairi dhu” refrain 
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Furthermore, the refrain is deliberately incomplete throughout this movement of 
the work; the melody which accompanies the words “turn ye to me” (Ibid.) is 
removed in order to leave the phrase unresolved and somewhat open-ended. 
This line is eventually heard in the soprano’s first entry in the following movement 
of the piece, a feature which will be discussed below. Each subsequent iteration 
of the refrain line maintains the rhythm of the original (Fig. 5.11) however these 
repetitions are heard at various pitches throughout the movement, with bar 11 
implying F-sharp minor. The structure of the opening 17 bars is therefore: 
Octatonic material – ‘Mhairi dhu’ refrain – octatonic material (retrograde) – ‘Mhairi 
dhu’ refrain.   
Cold is the stormwind that ruffles his breast 
But warm are the downy plumes lining his nest 
Cold blows the storm there, 
Soft falls the snow there, 
Horo, Mhairi dhu, turn ye to me (North 2011). 
The second half of the first stanza places greater emphasis on the pibroch 
technique found elsewhere in the portfolio. Initially, these grace notes act as an 
accompaniment by effectively ‘harmonising’ the original melody. Whilst the 
melody is placed firmly in B-flat major at this point, these grace note 
harmonisations gradually undermine the former’s rigidity by introducing pitches 
which imply modulation through various keys; bars 14 and 15 adhere to the tonal 
centre of B-flat major, however the introduction of A-flat in bar 16 infers a 
modulation to E-flat major, supported further by the descending E-flat major 
arpeggio in bar 17 (Fig. 5.12). 
 
 
 
 
Fig. 5.12. Harmonic analysis of bars 14-17 
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Similarly, the second half of this melody travels through various implied key 
centres with a greater use of chromaticism effecting a more ambiguous tonal 
relationship. Whilst initially these grace notes followed the prevailing tonality of 
the melody, gradually they are somewhat emancipated from it, evident in the 
opposition between the A-flat in the former with the A natural in the latter, and 
thus become significant in their own right (Fig. 5.13). 
 
  
 
 
Fig. 5.13. Emancipation of key centre in grace notes 
 
This emancipation is epitomised by a reversal of roles between the melody and 
the grace notes occurring at bar 22 for the latter half of the first stanza; the grace 
notes now assume a melodic function, whilst the upper line of the clarinet part 
supplies a countermelody with both lines ultimately converging on the dominant, 
F, at bar 26 (Fig. 5.14). The texture and dynamic, in addition to the gentle 
articulation of the melody seek to represent the delicate language used in the 
poem, namely “cold” and “soft falls the snow” (Ibid.). 
 
 
 
Fig. 5.14. Grace notes assuming melodic function 
 
The refrain is then heard again at the end of the first stanza with a return to the 
octatonic scale, however with the added note, F, at the last beat of bar 27 making 
reference to the accompanimental texture of the previous section.  
The waves are dancing merrily, merrily, 
Horo, Mhairi dhu, turn ye to me. 
The seabirds are wailing wearily, wearily, 
Horo, Mhairi dhu, turn ye to me (North 2011). 
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The first line of the second stanza treats the familiar melodic material in the same 
way as bars 1-4, however the pitch is now lowered in order to exploit the richness 
of the clarinet’s lower register and, again, in order to contrast the height of the 
stars with the waves mentioned in the text. A number of musical deviations occur 
in this second stanza, namely the inclusion of extra pitches; bar 36 reiterates the 
final A of the phrase with the semitone acciaccatura reminiscent of the grace note 
which characterises the first and third lines of the poem. In addition, the material 
in bar 40 which directly follows the refrain is seen as a brief instrumental flourish 
which momentarily breaks away from the rigidity of the pitch limitations present 
in the first half of the stanza; a feature which then gains in prominence through 
this latter section of the movement. Similarly, bar 43 utilises an ascending scale 
in order to build in intensity to the climactic sounding of the melodic arch in E 
major.   
Hushed be thy moaning, lone bird of the sea, 
Thy home on the rocks is a shelter to thee. 
Thy house the angry wave,  
Mine but the lonely grave, 
Horo, Mhairi dhu, turn ye to me (North 2011). 
The grace note embellishments in bar 14 have now been assimilated into the 
melody itself creating an ‘arpeggiando’ figuration; these grace notes have 
therefore transcended from folk-like articulation to a more virtuosic cadenza akin 
to that found in solo string repertoire. The original melody is present throughout 
this section, tongued separately and marked with accents, with only slight 
deviations from the predominantly crotchet-led rhythm (Fig. 5.15). Furthermore, 
this climactic passage, with its mention of home connoting comfort and solace, is 
intensified by increasing the range of the melody by a major third, resulting in a 
more triumphant sound at bar 49 whereupon the clarinet ascends to a major third 
above the original melody.  
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Fig. 5.15. ‘Arpeggiando’ figuration with rhythmic deviations 
 
Following this, the movement then comes to a close with a quieter dynamic, 
concluding the second verse; the final appearance of the refrain is now completed 
by the soprano’s entry in the first bar of the third movement, “Turn ye to me” 
(McKie 2015a). Whilst the pitches of the original song form a mediant-supertonic-
tonic descent, in addition to the characteristic tonic anticipation, the refrain has 
now been adapted to better suit the appearance of the words in the second newly-
commissioned text.  
 
III. Contrary Bird 
Contrary bird, black-backed, falling from rocks 
only to rise as surely as embers –  
icy is the stormwind ruffling her breast, 
warm is the featherdown lining her nest (McKie 2015a). 
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The structure of the third movement is through-composed, with the clarinet 
reflecting much of the imagery present in the text. Whereas the first movement 
saw the clarinet utilise gestic word-setting in order to convey a prevailing sense 
of mood and affect, here in the initial 10 bars, it operates at a mimetic level with 
a more immediate reaction to the soprano’s line. The initial descending refrain in 
bar 1, now in E minor, is alluded to in the clarinet in the following bar an octave 
lower, however the F natural seeks to obscure the sense of tonal centre which 
has been established at the outset. Following this brief introductory passage, 
itself acting as something of a transitional passage to the ‘aria’ proper, the 
soprano joins the clarinet at the unison, the close harmony here is maintained for 
two bars, with the latter colouring the line harmonically with a minor second in bar 
5 before descending in pitch and settling a minor third lower on G-sharp. This 
passage seeks to highlight the “contrary” (Ibid.) quality of the bird, reflected in the 
contrary motion and the eventual parting from the unison (Fig. 5.16). 
 
 
  
 
 
 
 
 
Fig. 5.16. Clarinet material reflective of text 
 
Whilst the tessitura of both instruments was deliberately distinct in the first 
movement in order to allow the soprano a level of independency, the clarinet now 
adheres mostly to the soprano’s range, in turn, garnering a symbiosis of the two 
‘voices’; indeed, the clarinet embodies the very emotions and physical state of 
the bird, whilst the soprano assumes the role of narrator, supported by the third 
person point of view employed in McKie’s text. 
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Again, the dichotomy between dissonance and consonance is explored in bars 8 
and 9, whereupon the falling figure in the soprano joins the clarinet at the unison 
before the latter then rises a semitone to G creating another minor second 
interval. The soprano’s subsequent drop to C is reflected by a return to F-sharp 
in the clarinet, however the jarring nature of the augmented fourth between the 
two pitches suggests the angularity of the “rocks” (Ibid.) and, in turn, the severity 
of the surrounding terrain (Fig. 5.17). 
 
  
 
 
 
 
 
Fig. 5.17. Angularity of the terrain represented through harmony 
 
The subsequent rise of a minor seventh in the soprano, reflective of the text at 
this point, is echoed in the clarinet however the interval has been reduced to a 
perfect fifth in order to return again to the unison pitch, B. There is a sense of 
gathering at this point; the movement commenced with a unison pitch at the 
outset, and further to various excursions in pitch between the soprano and 
clarinet, this pitch is returned to again at bar 10 prior to the change of texture 
which occurs thereafter (Fig. 5.18). 
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Fig. 5.18. Imitative figure in clarinet 
 
The representational role of the clarinet then adapts a more gestic approach at 
the end of bar 10, where the triplet figures suggest the gentle flickering of the 
“embers” (Ibid.). The pitch material in the accompaniment here is derived from 
previous phrases in both the soprano and clarinet parts: bar 10 of the former and 
bar 9 of the latter. Thus, an amalgamation of these two bars results in an 
isorhythm centred on the pitches, B, G, F-sharp, and A (Fig. 5.19). 
 
  
 
 
 
 
 
 
Fig. 5.19. Isorhythm generated from previous material in both parts 
 
Following a brief flourish in the clarinet, there is a return to the material heard at 
bar 40 of the previous movement. Whereas the trill initially represented the birds 
“wailing”, in this instance, the clarinet foreshadows the “icy stormwind” present in 
the text at bar 15, supported by the higher tessitura of the clarinet (Ibid.). Again, 
the discrepancy between consonance and dissonance is highlighted between the 
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clarinet and soprano with the former alternating between an octave and a minor 
ninth above, however it is now the vocal line which changes pitch, instigating a 
rising figure from the clarinet. The instrumental passage here handles the musical 
material in much the same way it did in the previous movement; an initial trill is 
followed by two rising pitches and concludes with a sounding of the refrain. Whilst 
this refrain was heard low in the clarinet’s chalumeau register in the second 
movement, it is now heard in a higher tessitura and utilises the ‘adapted refrain’ 
which was present at the opening of this movement. This phrase epitomises the 
role of the original poem, Turn ye to me, in the gestation of both McKie’s poem 
and the music it is set to; as the text influenced much of the imagery present in 
Contrary Bird, so too does the musical material garnered from it during the 
second movement.  
The refrain is heard at a significant point in the text, whereupon there is a 
mirroring of the contrast between the “icy” wind and the “warm featherdown” in 
both the original text and McKie’s work (Ibid.). Furthermore, the tessitura of the 
clarinet is significant in replicating the thin, soaring timbre which opened the 
second movement (Fig. 5.20). 
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Fig. 5.20. Refrain in high tessitura of clarinet 
 
One day is black glass; the next, gentle foam 
washing against the jutting lips of cliffs. 
Turn ye to me, yowls the sea, turn to me (McKie 2015a). 
The influence of the refrain gains in prominence throughout the following section 
where the clarinet material is constructed exclusively of pitches from the 
sequence. The grace notes once again form a countermelody to the fuller pitches 
in the clarinet, however they conform to the same key as the refrain itself, in this 
case A minor; simultaneously the lower pitches form the entirety of the refrain in 
D minor, and whilst the latter moves in crotchets, the grace notes are heard at 
regular minim intervals. Thus, the clarinet phrase from bars 21 to 24 is 
constructed wholly from the refrain material, a technique which is then 
recapitulated for the following six bars, in the keys of F minor and D minor 
respectively. The interval between key centres is deliberately placed a perfect 
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fifth, followed by a minor sixth apart in order to incorporate the idea of space 
between both melodies (Fig. 5.21). Subsequently, the final F-sharp of the phrase 
in bar 30 interrupts the tonality of the main melody whereupon the soprano 
completes the same refrain in the key of A minor in preparation for the stark 
imagery which follows, namely the ‘yowling’ of the sea, and thus the first example 
of the personification of the sea and its approbation of the refrain. Thus, the “Turn 
ye to me” (Ibid.) refrain has now assumed something of a sinister quality, 
embodying the deadly threat that the water poses to the birds in comparison to 
the initial consolatory role which is evident in the original folksong.  
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 5.21. Key centres between main melody and grace note 
countermelody 
 
The ascending chromatic scale in bar 31 of the clarinet exemplifies the same 
climactic role seen at bar 43 in the previous movement prior to the fortissimo 
sounding of the decorated arch melody (Fig. 5.15), further highlighting the 
significant imagery of the sea. Furthermore, the semitone grace note evident at 
the opening of the second movement is recapitulated contemporaneous to the 
word “sea” (Ibid.) in the soprano part.  
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As McKie’s text utilises only part of the refrain here - “turn to me” - the melodic 
component of the vocalist’s phrase is similarly curtailed to include only the pitches 
relevant to the specific words; the initial melisma on the word “turn” is 
abbreviated, with the subsequent “ye” removed from the melody altogether, 
resulting in a descending minor scale from E to A (Ibid.) (Fig. 5.22). This method 
of adapting the refrain to suit the text is maintained for subsequent occurrences 
of the line in the remainder of the work, as discussed below. 
  
 
 
 
  
 
 
Fig. 5.22. Refrain adapted to suit text 
 
The bird declines, holding true to her gyre, 
believing in the upward force that keeps 
her safe – one day it is lift; the next, grace (McKie 2015a). 
Harmonically, the following passage uses the whole-tone scale in order to instil a 
sense of space and disconcertment through the lack of tonal centre, in turn 
representative of the hostile landscape and effectively contrasting with the 
grounded key of A minor in the previous five bars of the soprano line. This whole-
tone harmony is maintained for eight bars in both soprano and clarinet, where the 
former articulates the text in a recitative-like manner akin to the first movement of 
the work. There is a greater focus on repeated pitches in the soprano line in order 
to emphasise the text at this point; the onus of the text now shifts to the actions 
taken by the bird, indeed the first such instance in the poem. In contrast, the 
clarinet now assumes a more melodic role in order to support the relatively static 
line of the vocalist, with the lilting melody in the former representative of the 
“upward force” (Ibid.), or the very air which allows the bird to take flight.  
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Subsequently, bar 41 sees a return to A minor, or more precisely, A aeolian, in 
the soprano line which, in turn, instigates a change of harmonic language in the 
clarinet. The prevailing tonality in bars 42 and 43 is now E phrygian, 
demonstrated by the clarinet’s ascending triplet scale. The “grace” (Ibid.) 
mentioned in the text is highlighted by both the increased tessitura of the soprano 
in addition to the implied tierce di Picardie present in bar 44, whereupon the key 
is now firmly set in E major. In order to facilitate ease of vocal production, the rest 
at the end of bar 43 allows the singer time to enunciate the consonant blend ‘gr’, 
which is somewhat difficult in this upper range; as well as facilitating idiomatic 
performance, the break between words is effective in highlighting this significant 
noun. The clarinet material at this significant point of arrival is derived from the 
decorated arch melody present at bar 44 in the previous movement, supporting 
the idea of gracefulness whilst simultaneously building to the octatonic material 
also derived from the second movement (Fig. 5.23). 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 5.23. Return of second movement material 
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Turn ye to me, turn, turn: do you hear it? 
Gulls live pressed against it, sheltering inches 
from the inverse sky of submerged voices (McKie 2015a). 
As intimated above, McKie’s use of the refrain in her text is reflected in the pitch 
content of the soprano line at each occurrence. This refrain is further dissected 
to include only the word “turn” (Ibid.), thus the melody here adapts to this by 
removing the concluding part of the phrase. The passage from bars 48 to 51 
quotes the line in full followed by the abridged portion of the text, effectively 
leaving the phrase incomplete, a facet in keeping with the sentence structure of 
the poem evidenced by the colon directly following the adapted refrain. 
Furthermore, the note durations in bars 50 and 51 are increased as the phrase 
continues, obscuring the regular meter evident in bar 48. Finally, the prevailing 
key of the passage returns once more to the E phrygian heralded in the clarinet 
at bar 43, creating a greater draw to the tonic, E, through the semitone interval of 
the flattened supertonic (Fig. 5.24). 
 
  
 
Fig. 5.24. E phrygian tonality and augmented rhythm 
 
A significant shift in grammatical person occurs at this point in the text evidenced 
by the question “do you hear it?” (Ibid.); the inquisitive tone here appears to 
directly involve the reader in the imagery present in the poem. In line with mimetic 
word-setting in Derek B. Scott’s article, the anticipatory nature of the clarinet 
material here directly precedes this question to avoid a comical effect (Scott 2005, 
p.11). Whilst the repeated descending semitone refers back to the octatonic 
phrase (Fig. 5.23) its repeated use begins to permeate the texture and thus 
effectively transforms the figure into a motif representative of a birdcall. The 
phrase is now extended to include more of the descending chromatic scale 
beginning on the uppermost pitch each time, illustrative of the bird’s ascent and 
descent whilst riding the tempestuous winds (Fig. 5.25). 
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Fig. 5.25. Birdcall motif pre-empting vocal entry 
 
There is a final sounding of the refrain at bar 57 in the clarinet whereupon McKie 
once again makes reference to the threatening nature of the sea by describing it 
as “the inverse sky” (2015a). The melodic material appears in its final guise, 
removing the word ‘ye’ once more though maintaining the initial four-note 
melisma in the phrase. Furthermore the eventual descent to the tonic of C is now 
followed by the leading note, B, suggesting a minor rather than modal tonality. 
The menace of the “submerged voices” (Ibid.) is alluded to with the low tessitura 
in both soprano and clarinet at the conclusion of the work; through the use of 
synecdoche McKie effectively portrays the birdlife which the sea has claimed. 
The use of a major key in the clarinet, implied by the ad libitum pitches in bar 60, 
is indicative of parodic word-setting evidenced by the gruesome image of the sea 
being juxtaposed with the  characteristically positive connotation of the major 
tonality (Fig. 5.26). The work ends with both voice and clarinet performing a 
derivation of the refrain at the unison, as though the mortality of the bird is 
predetermined, foreshadowed by the amalgamation of the vocal and instrumental 
lines. The bird is subsumed by the water, with the gradual diminuendo and 
eventual ceasing of the vocal line suggesting the dominance the sea has on the 
landscape it surrounds. 
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Fig. 5.26. Major tonality juxtaposing imagery of the sea 
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6. Cabaret Songs 
Location 
Cabaret Songs was conceived primarily as a thank you gift to a colleague, the 
first song of which is dedicated to her. The remainder of the collection was written 
for three friends with whom I have a close working connection in addition to a 
comprehensive understanding of their respective voices. A significant factor in 
the compositional process was to imbue as much of the singer’s identity and 
characteristics as possible in each song. Whilst the majority of the songs utilise 
a number of jazz idioms – for instance, extended harmony such as added 7ths 
and 9ths, and a focus on final consonants – the second and third songs in the 
collection feature a more virtuosic vocal line due to the classical training of the 
singers for which they were conceived. 
 
Performers 
Beneath green lindens was written for Finish mezzo-soprano Maija Halme, a 
vocalist trained in jazz and popular music, and therefore places an onus on the 
use of jazz harmony in addition to short melodic phrases. Having heard Halme 
sing in a concert of jazz music, I noted the richness of her lower register as well 
as her powerful top notes, and I was able to exploit both in the first song. In an 
interview with Trevor Herbert, Stephen Sondheim comments on his consideration 
of phrase length in the song Send in the Clowns, originally written for Glynis 
Johns, stating: “…we realized when we cast Glynis Johns that Glynis had a really 
nice voice…She is very musical. However, she cannot sustain notes for very long 
because she’s not a trained singer.” (Sondheim & Herbert 1989, p.266). With this 
intimate knowledge of the singer’s ability, Sondheim is able to compose a song 
which realises these considerations and actively builds them into the song: 
And that doesn’t sound like an affectation, to take that breath, because 
we’ve already set up a tune that stops and starts, and stops and starts, so 
that throughout this lady could always get her breath (Ibid., p.268). 
Whilst notes are indeed sustained in Beneath green lindens, there is a concerted 
effort to ensure that these notes are followed by a rest. In addition to facilitating 
vocal production, these breaks instil a level of profundity by allowing each phrase 
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to act as a single brief statement, as though the vocalist is pondering on their own 
thoughts. 
The second song in the collection, On your lips, quivering, was originally intended 
as an unaccompanied movement to be performed by the London-based mezzo-
soprano, Sarah Denbee. Denbee’s affinity with contemporary vocal music 
allowed for a greater level of chromaticism in the melody in addition to more florid 
melisma. Having previously performed another of my compositions, an 
unaccompanied soliloquy, I was aware of Denbee’s virtuosity in navigating large 
intervals as well as being able to quickly embody numerous characters in one 
song. There is a heightened dramatic intent in this song, with numerous 
excursions into contrasting affects, facilitated by Denbee’s vast experience of 
opera performance. Similarly, She turns on a dime, was intended to be performed 
by a classically-trained mezzo-soprano: Sarah Lucy Penny has much experience 
of both classical and musical theatre performance, therefore rhythmic complexity 
is a significant feature of the third song. Furthermore her large vocal range, in 
particular the lightness of her higher register, facilitated a rather high tessitura 
towards the end of the song. The final song was written for a university colleague, 
Caitlin McGillivray. Whilst classically-trained at Edinburgh Napier University, 
McGillivray is now heavily involved in jazz and cabaret performance, thus Off the 
market incorporates both of these elements, in particular a wide tessitura and an 
onus on recitative-like delivery. Also, her ability to produce a strong belt in her 
mid-range was incorporated into the last song on a number of occasions.  
Audience 
The work sets Arthur Rimbaud’s 1870 poem, Novel,1 a relatively terse work with 
a symmetrical structure of eight stanzas comprising four lines each. Rimbaud 
divides the poem into four parts, the opening line of the work making reference 
to the flippancy of youth, later on depicting a relaxed scene replete with the 
various intoxicating aromas of bars, cafés, and linden trees. The following two 
parts are more animated in nature, describing the palpitating anticipation of falling 
in love; the imagery of the linden trees is continued into the fourth stanza with the 
line “Sap is champagne” (Rimbaud 2002, p.30). Finally, the poem ends with a 
1 Setting the translation by Wyatt Mason, chosen for its authenticity to the original French text. 
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hint at the fickleness of teenage love, “You’re in love. Off the market till August”; 
ultimately, the protagonist is found alone once more, returning to the “blinding 
cafés” (Ibid., pp.30-31). 
 
I. Beneath green lindens 
No one’s serious at seventeen. 
- On beautiful nights when beer and lemonade 
And loud, blinding cafés are the last thing you need 
- You stroll beneath green lindens on the promenade.  
(Rimbaud 2002, p.30). 
The initial ascending arpeggio in the piano sets the A minor tonality at the outset, 
with the 7th and 9th sounding prior to the singer’s first entry; indeed the inclusion 
of the supertonic is significant throughout the movement in order to represent 
both longing and discontentment. Furthermore, bar 3 sustains a B in the singer’s 
line against the A minor tonality in the piano, and the addition of the F# later on 
in the bar further intensifying the harmony. The 9th is again present in bars 4, 5, 
and 6, and is instrumental in avoiding any sense of resolution, suggestive of the 
pursuit alluded to in the text (Fig. 6.1). 
 
 
 
 
 
 
Fig. 6.1. Added 9ths in opening six bars 
 
Whilst the opening bars of the song feature the 9th prominently in the vocal part, 
bars 11-12 see solely the piano utilising these extended chords in the underlying 
harmony whilst the voice sustains an inverted pedal above; whilst there is still an 
air of yearning in the harmonic language at this point, the singer makes some 
concession to the plight of the text, with the description of beer and lemonade 
being “the last thing you need” (Ibid.). There is a level of defiance in the voice 
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here, represented by this sustained pitch remaining unaffected by the expansive 
harmony beneath it (Fig. 6.2). 
  
 
 
 
 
 
 
 
Fig. 6.2. Piano utilising added 9th 
 
Musically, the richness of harmony facilitated by the added 9th chords arouses 
the imagery of the urban lifestyle represented by the scent of beer and cafés, 
however the harmony adapts somewhat at the first mention of the linden tree, 
and thus, this slightly drunken soundworld is interrupted by the scent of flora. Bar 
13 includes the first instance of a C7 chord with a flattened 9th, suggesting a 
modulation to F minor, however this modulation is circumvented in favour of G 
major, a harmonic resolution somewhat akin to that in bars 3-4 (Fig. 6.3). 
 
 
 
 
 
 
 
 
Fig. 6.3. First instance of flattened 9th chord 
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Lindens smell fine on fine June nights! 
Sometimes the air is so sweet that you close your eyes; 
The wind brings sounds – the town is near –  
And carries scents of vineyards and beer… (Rimbaud 2002, p.30). 
Following this opening section, the text focuses on the scent of the linden trees, 
and features a marked contrast in language between the “loud, blinding cafés” 
with the “sweet” air (Ibid.). The first two lines of the second stanza see the vocalist 
adopt a more parlando style of delivery, and is unaccompanied by piano, 
representative of the contemplative state the protagonist now assumes prior to 
the change of texture at bar 22. The louder dynamic here, coupled with the 
chordal accompaniment having now abandoned the initial arpeggio figuration, 
mark the compulsion of the protagonist to close their eyes in reaction to the 
overwhelming impact of their surroundings. Furthermore, in contrast to the 
transitory modulation present in the A section, the harmony is now at its most 
settled in the first song with the E minor tonality sustaining for three bars at the 
line “that you close your eyes” (Ibid.). 
Whilst the accompaniment up until now has provided a purely harmonic and 
rhythmic foundation for the vocalist, bar 25 sees the first instance of mimetic 
material in the right hand of the piano; the sound of the wind is represented by 
the wide intervals between the triplet quavers at a higher tessitura, coupled with 
the slower harmonic rhythm suggesting a more spacious texture. This question 
and answer relationship between the voice and piano is then repeated in the 
following bar, however this time displaced by a further crotchet, effectively 
signalling the approaching conclusion of the song. (Fig. 6.4). 
 
 
  
 
 
 
 
Fig. 6.4. Mimetic material in piano 
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The aspect of space is reinforced in bars 28 and 29; whereupon the text describes 
the “scents of vineyards and beer” (Ibid.), the accompaniment is devoid of a 
bassline, in essence, removing the ‘ground’ from the imagery and placing an onus 
on the space above it. Subsequently, there is a return to the arpeggio figuration 
in the piano in the last five bars, and indeed a recapitulation of the harmony in 
bars 3 and 4. The shifting chords beneath the vocalist’s sustained B makes 
reference to bars 11 and 12 in that the harmonic relationship between the piano 
and voice is in flux, however despite the inclusion of a B-flat added 9th chord in 
the antepenultimate bar, the harmony has now stabilised somewhat and remains 
in E minor. The last bar again focuses on the idea of longing through the use of 
harmony; both the added 9th and indeed the 7th in the right hand are left 
unresolved, resulting in a greater drive towards the next song in the collection 
(Fig. 6.5). 
 
 
 
 
 
 
 
Fig. 6.5. Unresolved 7th and 9th leading towards next song 
 
II. On your lips, quivering 
- Over there, framed by a branch 
You can see a little patch of dark blue 
Stung by a sinister star that fades 
With faint quiverings, so small and white… (Rimbaud 2002, p.30). 
 The second song in the collection assumes a more dream-like state leading on 
from the winding down in texture of the preceding movement. There is a certain 
level of stasis at the outset of the movement, achieved through the sustained B 
in the left hand of the piano with the ornamented pitches above representative 
of the quiverings of the star. Whilst the atmosphere is somewhat relaxed in this 
opening section, concession is made to significant points of imagery, 
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particularly the sibilance present in the third line of the stanza; the words “stung” 
and “sinister” (Ibid.) are marked by harsher articulation and a louder dynamic 
respectively (Fig. 6.6).  
 
 
 
  
 
 
 
 
Fig. 6.6. Sibilance highlighted by articulation and dynamic 
 
The piano’s resonance is exploited at the end of the A section through the use of 
sympathetic reverberation in the piano, thus a more hollow timbre, making 
reference to the diminishing presence of the “small and white” star (Ibid.) (Fig. 
6.7). 
 
  
 
 
 
 
 
Fig. 6.7. Piano harmonics representative of diminishing star 
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June nights! Seventeen! – Drink it in. 
Sap is champagne, it goes to your head… (Rimbaud 2002, p.30). 
The exclamation marks in the text arouse a more rhythmically-charged 
relationship between the voice and piano, as though the protagonist has been 
drawn back into the present. There is a conscious effort for the vocalist to appear 
drunk in this section of the song through the use of articulation, portamento, and 
extended vocal techniques. The line “it goes to your head” (Ibid.) is highlighted 
by vocal distortion, whereupon the singer utilises specific vocal placement in 
order to belt a note high in their chest voice and simultaneously employ arytenoid 
cartilage vibration to create the characteristic vocal ‘growl’, a technique used by 
numerous jazz and pop singers.2  (Complete Vocal Institute, 2017). The 
portamento at this point suggests an uncertainty of pitch comparative to the 
reduced control over one’s voice whilst under the influence of alcohol. Indeed this 
line is marked to be sung ‘melodramatically’ and provides a certain amount of 
comic relief in comparison to the rest of the collection (Fig. 6.8). 
 
 
 
 
 
 
 
Fig. 6.8. Vocal effects producing ‘drunken’ sound 
 
Furthermore, the piano supports this with contradictory harmony prior to the 
unaccompanied vocal phrase with both a minor third and a major third sounding 
simultaneously at bar 26 creating ambiguity in regards to the prevailing tonality 
at this point (Fig. 6.9). 
 
2 The most notable proponents of the vocal ‘growl’ being, arguably, Louis Armstrong and 
Whitney Houston, amongst others.  
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Fig. 6.9. Ambiguity of tonality in piano accompaniment 
 
The mind wanders, you feel a kiss 
On your lips, quivering like a living thing… (Rimbaud 2002, p.30). 
The concluding part of the song adopts a more lyrical melody in the voice with a 
return to the arpeggio figuration in the piano suggesting a similar intoxication to 
that present in the first song. However, a discrepancy between the two is 
suggested by the staccato articulation of the right hand, encompassing 
something of the urgency found at the beginning of the B section in this song. 
The melody in the voice and the countermelody in the piano seem at odds with 
one another; whilst the former succumbs to intoxication, the latter is an 
omnipresent reminder of the reality of the protagonist’s surroundings (Fig. 6.10). 
 
  
 
 
 
 
 
 
Fig. 6.10. Staccato countermelody in piano 
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The mood changes once again at bar 40 to one of contemplation where the tempo 
immediately slows and the accompaniment is less frenetic. Rimbaud reuses the 
word “quivering” (Ibid.) in this section of the poem, therefore the acciaccaturas 
present in the opening of the song are introduced once more in the piano, 
however in this instance embody a more sensual affect in reaction to the eroticism 
in the text at this point. Indeed, the countermelody in the piano has now assumed 
the role of antagonist and provides a consolatory response to the protagonist’s 
apparent apprehension evident in their tentative utterance of the word “quivering” 
(Ibid.). Finally, the conclusion of the second song utilises a similar vocal 
production method to that found in jazz and pop music in that the vocalist is 
instructed to close onto the ‘ng’ of the final word “thing”3 (Ibid.). This ‘closed’ 
sound allows the timbre of the voice to merge somewhat with the piano through 
the sound resonating more prominently in the nasal cavity (Fig. 6.11). 
 
 
  
 
 
 
 
 
 
 
 
 
 
 
Fig. 6.11. Contemplative mood in voice and piano 
 
 
3 Dame Shirley Bassey utilises this technique in a number of recordings, for example Solitaire 
(All By Myself, 2008) and The Party’s Over (The Fabulous Shirley Bassey, 2012).   
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III. She turns on a dime 
The wild heart Crusoes through a thousand novels 
- And when a young girl walks alluringly 
Through a streetlamp’s pale light, beneath the ominous shadow 
Of her father’s starched collar… (Rimbaud 2002, p.30). 
She turns on a dime is the shortest song in the collection, and takes the form of 
two related sections followed by a brief coda. A faster tempo was selected in 
order to represent the “wild heart” (Ibid.) mentioned in the text, and also the 
allusion to Defoe’s Robinson Crusoe (1719); the latter connoting the thrilling 
pursuits of the intrepid character. The 7/8 meter present for the majority of the 
song is representative of both the protagonist’s irregular heartbeat and the 
antagonist’s apparent fickleness: “She turns on a dime” (Ibid., p.31). The piano 
instigates a 3, 2, 2 subdivision at the outset disparate to the vocalist’s 
predominantly 2, 2, 3 figuration, further establishing an irregularity of meter (Fig. 
6.12). 
 
 
 
 
  
 
 
 
 
 
Fig. 6.12. Contrasting metrical subdivision between piano and voice 
 
The melodic contour of the latter is characterised by an initial ascending line 
followed by an eventual descent in pitch. This arch phrase heightens in tessitura 
with each subsequent line, gaining in both tension and anticipation until the end 
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of the stanza further expressing the parabolic emotion of the singer. Again the 
use of portamento imbues the work with a jazz idiom, with the upward flourish in 
bar 6 switching the viewpoint of the vocalist to the girl mentioned in the text, 
flirtatious and sensual in appearance.  
Because as she passes by, boot heels tapping, 
She turns on a dime, eyes wide, (Rimbaud 2002, pp.30-31). 
Upon recapitulating this opening melody at bar 14, the singer is instructed to 
finger-click, creating something of an maladroit relationship with the 
accompaniment at this point. Whereupon a listener would commonly interact with 
the meter, be it through clicking, or clapping one’s hands, this would 
predominantly fall on the off-beat,4  and thus, in She turns on a dime, this is 
initially congruent, however by bar 17 the clicks fall on the stressed beats of the 
bar. Whilst this seeks to highlight the onomatopoeic potential of the words “boot 
heels tapping” (Ibid., p.31), it is similarly effective in representing the flippancy of 
the paramour, with the percussive interaction never truly marrying with the meter 
of the surrounding music (Fig. 6.13). 
  
 
4 Of course, the converse is true, much to the disdain of jazz and pop musicians worldwide. 
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Fig. 6.13. Changing metrical implications in finger-clicks 
 
Following this, the rhythmic grouping of the accompaniment alters in response to 
the ‘turning’ implicit in Rimbaud’s text (Ibid.). Whereas the initial figuration saw a 
single staccato chord in the right hand proceeded by a rest, and ending with two 
subsequent quaver chords, a feature of the first seven bars of the song, the 
rhythmic grouping at bar 21 now begins with two repeated right-hand chords 
followed by a rest and two subsequent reiterations separated by quaver rests. 
The harmonic rhythm is comparatively slower at this point in order to highlight the 
climactic vocal line, the higher tessitura of which reaches a significantly louder 
dynamic at bar 25. The sudden quiet dynamic at bar 26 further embodies the 
glibness of the antagonist, as though providing something of an off-hand ‘wink’ to 
the listener, juxtaposing the intensity of the building dynamic with a pianissimo 
sounding of a harmonically-unrelated chord.  
Finding you too sweet to resist… 
- And cavatinas die on your lips (Rimbaud 2002, p.31). 
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The concluding bars are characterised by their marked sensuality in language. 
This change of mood is highlighted by the quasi-recitative delivery of the text 
followed by a more languorous melody in the voice, most apparent in the 4/3 
suspension at the word “die” (Ibid.) in bar 29. Again the added 9th is present in 
bars 29 and 30 in the left hand of the piano in addition to the arpeggio figuration 
of the accompaniment, alluding to the wistful soundworld of the first song, evoking 
the same sense of languorous ecstasy as “cavatinas die on your lips.” (Ibid.) (Fig. 
6.14). 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 6.14. Return to arpeggio accompaniment and harmonic vernacular 
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IV. Off the market 
You’re in love. Off the market till August. 
You’re in love. – Your sonnets make her laugh (Rimbaud 2002, p.31). 
Off the market recapitulates many of the features present in former movements, 
most notably the use of extended harmony and vocal techniques, in addition to 
melodic quotation. The influence of jazz is most noticeable in this song, both in 
terms of its use of harmony and the idiomatic writing for the piano. In terms of the 
latter, the outset of the song utilises a ‘stride piano’ style accompaniment, 
whereupon the left-hand features octave leaps whilst accompanying a right-hand 
melody in a higher range. Although stride piano is characterised predominantly 
by a bass note followed by a chord, here only a single harmony note is used in 
place of the latter, allowing the accompaniment to remain fairly sparse; whilst the 
mode of the opening is F aeolian, the lack of chordal accompaniment subverts 
this somewhat until the vocalist’s first entry in bar 5.  
The initial ascending figure in the voice features a prominent use of the added 9th 
to highlight the word “love” (Ibid.), a figure which is then repeated two bars later 
at a higher tessitura and encompassing a greater range, representative of the 
increased intensity of the sentence edified by Rimbaud’s conscious repetition of 
the line. However, this repetition at bar 7 is further emphasised by the shift in 
harmony below; the added 9th (C) in the voice becomes a major third in the 
following bar, with the added 9th now present in the piano (Fig. 6.15). Whilst there 
is an initial amount of trepidation at the declaration of love evident in the B-flat 
minor added 9th chord in bar 7, a resolution to A-flat suggests a level of 
acquiescence. 
 
 
 
 
 
 
 
Fig. 6.15. Added 9th harmony in final song 
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Your friends are gone, you’re bad news, 
- Then, one night, your beloved writes…! (Rimbaud 2002, p.31). 
The abrupt shift in language half-way through the stanza ceases the dream-like 
state of the protagonist in the opening of the song and is represented by a change 
in accompanimental texture. “Your friends are gone, you’re bad news” (Ibid.) 
seems to directly address the listener with the negative image of loneliness, 
therefore the tonality changes to A-flat minor, with repeated syncopated chords 
in the piano representative of the compelling negative voice. Again the use of the 
vocal growl in the vocalist’s higher range highlights the text, specifically the word 
“bad” (Ibid.). Harmonically, this moment is highlighted by the cross-relation 
between the D natural in the piano and the D-flat in the voice which directly follows 
it (Fig. 6.16). 
 
 
  
 
 
  
 
 
 
 
 
 
Fig. 6.16. Syncopated accompaniment and cross-relation 
 
The latter part of this line is then repeated, reiterating the negativity prevalent in 
the text, however the quieter dynamic coupled with the augmented rhythm 
possess something of a self-reflective tone, as the protagonist acknowledges 
their predicament.  
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- Then, one night your beloved writes..! 
That night…you return to the blinding cafés! 
You order beer or lemonade… 
No one’s serious at seventeen (Rimbaud 2002, p.31). 
The tone changes once more at the poem’s mention of the “beloved” (Ibid.) with 
the use of portamento in bar 22 bearing the characteristic sensuality of the lover 
present in the previous song. The concluding consonants of the word “writes” 
(Ibid.) are notated in order to draw importance to their function in the song; 
whereas a performer may focus on the projection of the vowel sound at a low 
tessitura, the final ‘ts’ illustrates the protagonist’s anticipation at this interaction 
with their beloved.  
The repetition of language from the first stanza of the poem is heralded by a 
recapitulation of melodic and accompanimental material. The melodic contour 
present at “beer or lemonade” (Ibid.) is a transposition of bars 6 and 7 of the first 
song; the repetition of nouns at the conclusion of the text makes reference to the 
initial song in the collection, however the slight adaptation in the text (Rimbaud 
using “or” rather than “and”) is marked by contrasting harmony in the 
accompaniment (Fig. 6.17). 
 
 
 
 
 
 
 
Fig. 6.17. Repetition of language from first song 
 
Whilst the arpeggio figuration is once again present in the piano, the presence of 
a minor 9th in bars 24 and 25 suggests that this return to a familiar location is 
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tinged with a certain amount of regret. However, the conclusion of the song 
returns again to the yearning present most apparently in the first and last 
movements. The last line of the poem has been excluded from the song in order 
to affect the overall atmosphere of the song. Whereas Rimbaud’s text possesses 
something of a finality with the lines “No one’s serious at seventeen When lindens 
line the promenade” (Ibid.), replacing the final line with a recapitulation of the 
opening of the song evokes this sense of longing once more and, indeed, 
epitomises the work as a whole.  
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7. Totentanz 
The large-scale work, Totentanz, is scored for chamber orchestra (single winds 
with doublings), choir, and mezzo-soprano and baritone soloists, with the text 
coming from Johann Wolfgang von Goethe’s poem of the same name.1 As the 
contents of the portfolio have thus far concentrated on English texts, it was 
hypothesised that a text in a foreign language would be beneficial in further 
exploring the capabilities of language in the conception of music. German was 
selected due to its wide gamut of phonetic colours, in particular those not often 
found in English, for example the closed vowel ʏ (ü), in addition to the abundance 
of glottal stops.  
The narrative of ‘the dance of death’ allegory is one which has famously been 
explored previously by many notable composers of the 19th and 20th centuries, 
Franz Liszt’s Totentanz (1849) for piano and orchestra, and Saint-Saëns’ tone 
poem Danse Macabre (1874) for example.  However as in String Quartet No. 2, 
this narrative was to be superseded by the linguistic qualities of the text itself; as 
String Quartet No. 2 explored the structure of the poetic works, Totentanz goes 
beyond this to incorporate the auditory experience into its performance. The work 
was intended to fully explore various methods of handling a text, be it 
comprehendible or, indeed, the opposite. As the poem maintains the third person 
throughout, the handling of the text merely suggests various characters within the 
work, namely the warder (baritone) and the ‘villainous tempter’ (mezzo-soprano). 
Whilst the majority of the music contained in the portfolio was written for a specific 
performance, this work is somewhat ‘hypothetical’, that is, was not written to be 
performed in a specific location by a known group of musicians. Therefore, 
aspects of location and performers did not play as significant a part in its 
gestation, however, as is evident in the other works contained in the portfolio, 
pragmatism is still at the forefront of the work: 
• the choral writing is performable by an experienced amateur choir as can 
often be found alongside a professional orchestra; 
 
1 The full text and its translation can be found in Appendices E1 and E2.  
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• as the expected number of singers in the choir is around 24-30, the 
orchestra is rather small with single winds and a relatively small string 
section in order to negate any issues of balance between performers.  
As a result, the audience and their interaction with the work is the central focus 
of the compositional process, and the analysis below takes this into account.  
Totentanz places the emphasis on two interdependent aspects: deconstruction 
and parody. Just as Goethe’s text deals with the deconstruction or decomposition 
of the mind of the protagonist, so the music progressively deconstructs the text 
in each subsequent movement. There is a certain amount of irony in the fact that 
whilst the dead are gradually being reconstructed, it is the representation of the 
living, i.e. the warder, that is being deconstructed. Parody is here interpreted as 
both pastiche and quotation, in itself an act of deconstruction. David Metzer 
discusses the use historical quotation in twentieth-century music and its 
effectiveness in representing deconstruction: 
In these works, the evocation of madness makes a blunt point: such 
excessive artistic and historical reminiscences are not “normal.” More than 
that, they are debilitating. Only the mad obsessively return to memories of 
operas and poems written centuries ago, fragments of which cram their 
thoughts and speech. Those recollections ravage them and eventually rob 
them of their own private pasts… the union of old and new leading to 
disintegration and possibly even madness (Metzer 2003, p.75). 
Just as String Quartet No. 2 extrapolated its structural, rhythmical, and timbral 
impetus from the texts by Sylvia Plath, Ted Hughes, and Frieda Hughes, so 
Totentanz imbues each movement with a progressively deconstructive approach 
to its incorporation of text. Table 7.1 sets out the various passages from the first 
two stanzas and summarises their use in the first movement. 
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Division of the 
work 
(Bar no.) 
Text used 
 
Orchestration Use of text 
1st movement    
1-21 Totentanz - lines 
1-4 of first stanza 
Choir Initially in 
octaves/unison - 
harmony 
gradually 
expanding 
24-87 Totentanz - lines 
5-7 of first stanza 
Solo baritone ‘Recitative’ 
followed by 
‘aria’. Repetition 
of the text during 
‘aria’. 
88-132 Fourth stanza of 
Dies Irae 
Choir Slow-moving 
chorale 
132-145 Totentanz - lines 
5-7 of first stanza 
Solo baritone ‘Da capo’ aria 
with notated 
ornaments 
154-208 Totentanz - 
second stanza 
Choir Fugue. 
Octaves/unison 
– harmony 
gradually 
expanding 
 
Table 7.1. Use of text in first movement 
 
James Macmillan’s Veni, Veni, Emmanuel (1992) was a significant source of 
inspiration in the conception of this first movement due to its handling of plainsong 
material which effectively pervades the work throughout. In particular, the “Dance 
– Chorale” section explores a texture of metrical juxtaposition whereupon 
MacMillan employs a hocketing texture between winds and strings utilising 
harmonic material derived from the Veni, Veni, Emmanuel plainsong. This same 
material, characterised by an ascending minor arpeggio, is then heard 
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rhythmically augmented in the clarinet, bass clarinet, and horns later on in the 
section. There is a persistent dialogue between these two distinct textures 
creating a disparity in the experience of time; the solo vibraphone continuously 
maintains a passage of semiquavers throughout this section acting as a 
metronomic thread in the midst of the surrounding material. MacMillan eventually 
marries both rhythmic passages, albeit that the slower material is transformed 
into a harmonised version of the “Gaude” section of the plainsong. This eventual 
symbiosis of the two engenders simultaneously a feeling of freneticism and 
serenity; both affects seem at odds with one another with neither truly prevailing. 
In an interview with Richard McGregor, MacMillan comments on his approach to 
structuring time during the composition process: 
…it’s important for me to turn my mind to the likely overall shaping of the 
individual ingredients so that even as the initial ideas are coming, whether 
they be extra musical or the sort of musical bases like pitches…it’s 
nevertheless important for me to try to see, or to feel rather, some kind of 
template in time that shapes those things (2010, pp.71-72). 
This focus on the perception of time experienced by the audience is significant in 
the first movement of Totentanz, in addition to their interpretation of the 
coalescence between text and music. As Goethe’s text juxtaposes the various 
instances of gruesome imagery with frivolity, the title itself doing so in a single 
word, so too the music establishes a marriage of diverging affects. Contrast is 
apparent throughout the work, for example the prevailing tonic-dominant 
relationship of the first movement is symbolic of the polarity between the positive 
figure of the warder and the ghastly image of the undead.  
 
First movement 
The opening of the work introduces the location of the graveyard, with the 
atonality and timbre of the somewhat angular oboe solo providing a 
stereotypically ‘eerie’ soundworld; the idea of parody is exposed here at the 
outset as a form of pastiche, which will gradually be exploited throughout the 
work. The structure of the movement follows that of a Baroque da capo aria for 
the solo baritone, framed by two choral segments which act as an introduction 
and subsequently as a coda to the first movement; this incorporation of a Neo-
Baroque form further strengthening the idea of pastiche (Table 7.2). 
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Introduction Recit. & Aria 
(A) 
Aria (B) Aria (A’) Coda 
Bars 1-23 Bars 24-87 Bars 88-131 Bars 132-180 Bars 181-208 
Choir & 
Orchestra 
Solo Baritone 
& Orchestra 
Choir & 
Orchestra 
Solo 
Baritone, 
Choir & 
Orchestra 
Choir & 
Orchestra 
 
Table 7.2. Structure of Totentanz, movement 1 
 
The material in the choir at the outset makes much use of unison writing, a feature 
found elsewhere in the portfolio2, in order to create a feeling of a ‘singular’ voice 
which gradually expands with each subsequent entry, notably in the third musical 
phrase describing the moon shining in the graveyard, where an initial unison E-
flat builds in harmonic intensity to incorporate each note of the B-flat aeolian scale 
at the word “gebracht”3 (Goethe 2018) (Fig. 7.1). The image of the moon is one 
of consolation and hope, and is one which will recur throughout the work and shall 
be discussed below in subsequent movements. 
Fig. 7.1. Choral texture building harmonic intensity 
 
2 Notably in Five Introits, and A Song to David. 
3 “Brought”.  
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The orchestral accompaniment remains fairly sparse in this opening material, with 
the expansion of harmony hinted at in the strings; rehearsal mark A sees an initial 
octave shifting to a compound major third with the oboe maintaining the initial B-
flat. Short instrumental interludes varying in orchestration occur between each of 
the choir’s four statements, and contrast with the rigidi fugato texture in the 
following sections.  
The ideas of antiquity and pastiche are developed in the first section of the 
baritone aria through the use of a number of textural and harmonic devices. 
Considering the latter, the opening recitative is placed in B minor, which will 
eventually establish itself as the ‘home’ key of this section, however the orchestral 
material which follows is centred around F-sharp minor thus creating an 
immediate tonic-dominant relationship, a polarity which is significant in 
representing both the protagonist and the antagonists.   
The soloists’ opening material is preluded by an orchestral fugue which further 
develops this relationship, with each subsequent entry of the fugue subject being 
a real answer in order to distort the prevailing key and to retain the alternating 
tonic-dominant voices. The fugal structure draws upon the imagery of the bodies, 
one by one, rising from their tombs with the resultant polytonality strengthening 
the overriding atmosphere of panic and confusion. This extended instrumental 
passage leading up to the soloist’s first entry is a deliberate contradiction to the 
traditional form of the da capo aria; the soloist is almost interrupted after his initial 
recitative by the figures in the graveyard and only after the last one has risen 
does he proceed to sing his aria. The contour of the soloist’s phrase is effective 
in conveying both the awe and panic that the warder is experiencing due to its 
initial ascent in pitch before the resulting downward leaps to the lower tessitura 
of the baritone’s range (Fig. 7.2). 
 
 
 
 
Fig. 7.2. Melodic contour of baritone’s first entry 
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Furthermore, the idea of antiquity is added to by the inclusion of a chorale melody. 
Whilst the chorale melody employed in Totentanz (Fig. 7.3) is original to the work, 
it is loosely based on the 17th century chorale Jesu Meine Freude by Johann 
Crüger.  
 
Fig. 7.3. Chorale melody 
 
This melody is utilised throughout the movement, appearing first as a cadential 
device in the lead up to rehearsal mark E, where the first violin employs the 
melody above the fugal texture in the lower strings in order to modulate the music 
back into the key of B minor prior to the baritone’s first entry of the aria. The snare 
drum here acts as a parodic device, suggesting the militaristic formation which 
the figures are gradually assuming.  
The texture here is, on the most part, monodic with occasional interludes or 
counterpoint from one or more melody instruments, for example the clarinet’s 
response to the soloist’s phrase in bar 54 and the contrapuntal dovetailing with 
the oboe and horn.  
The cadential material leading into the baritone’s third phrase continues the 
polytonality heard in the preceding fugue, with the trumpet, trombone and lower 
strings each being confined to their own key area; B major, B minor, and D 
major/minor respectively (Fig.7.4). 
  
161 
 
 
 
 
 
 
Fig. 7.4. Polytonal interlude 
 
The texture gradually thins out, with the last phrase of the baritone solo doubled 
by viola and cello at the unison and octave, in addition to a walking bass in the 
piano and double bass. The removal of instruments facilitates the contrast in 
texture between this initial A section and the following B section of the aria. 
The chorale melody plays a significant role in the B section of the movement, 
notably in the choir, whereupon the soloist is removed and this melody, now 
harmonised, is juxtaposed with the fugue material in the woodwinds. Rather than 
the traditional Baroque practice of contrasting tonality in the B section of the da 
capo aria, here it is a shift in texture which demarcates this secondary material, 
the fugue decorating the stasis of the slow-moving chorale underneath in the 
choir and strings. The chorale is representative of the church mentioned in the 
text and acts as a beacon of solace, however the presence of the Dies Irae text 
adds a sinister element, acting as a premonition of the warder’s eventual fate.  
Percussion is once more used to suggest the militaristic assembly of bodies, 
represented this time by the tenor drum, however the inclusion of temple blocks 
adds a certain amount of comic relief. This central area of the work begins to 
exploit the audience’s psychological relationship with the musical material; the 
fugue is included here as ‘remembered’ material which, coupled with the 
harmonised chorale underneath, creates two distinct experiences for the listener, 
in effect, compelling the audience to consider this recapitulated material in a 
different context. This psychological relationship is one which is explored in more 
depth in the remainder of the work and shall be discussed below.  
The soloist returns to the initial material once again at bar 133, however this time 
the melody is extended both in regards to rhythm and intervallic relationships in 
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order to encompass a wider range of pitches. Just as a vocalist would ornament 
the da capo passage of a Baroque aria, the baritone here has a more florid, if 
somewhat contracted melody. The relationship between choir and baritone is one 
of duality; at no point in this first movement does the choir accompany the soloist, 
rather, the chorus acts as an extension of the baritone’s role in the work by either 
assuming or commenting on the psychological experience of the protagonist. The 
vocal and instrumental material here has been swapped, with the choir now 
employing the fugal texture whilst the strings accompany with a slower, chordal 
accompaniment based on the chorale melody used in the previous section. The 
texture focuses on the ‘decorated unison’ found elsewhere in the portfolio, most 
notably in String Quartet No. 2. This technique primarily acts as a dominant pedal 
in the prevailing key of D minor, however the chromatic inflections of the violins I 
and II and the viola create another level of unease.  
Whilst the texture and dynamics build to bar 181, the tempo and timbre suddenly 
shift, creating something of an anti-climax, supported by the text “Doch hinden 
die Schleppen am Tanze”4 (Goethe 2018). The choir here divides into eight parts, 
sopranos and altos doubled by upper woodwinds and strings and the tenors and 
basses paired with clarinet, bassoon, and lower strings. Again, an initial unison 
E-flat gradually descends in pitch throughout the upper voices, with the lower 
voices assuming the resultant chord at bar 185 before then ascending in pitch 
again in contrary motion with the sopranos and altos (Fig. 7.5). 
 
 
4 “But the cerements stand in their way;” 
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Fig. 7.5. Contrary motion between upper and lower voices 
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After this albeit brief moment of respite, the climactic material is once again 
resumed, with the percussion assuming a quasi-improvisatory feel. The bassoon 
then recapitulates the opening material heard in the oboe, however this time the 
melodic contour has been adapted to suggest a major tonality, with the opening 
interval now a major as opposed to minor sixth (Fig. 7.6). 
 
 
  
Fig. 7.6. Opening melodic motif heard in major 
 
The choir returns once again to the unison/octave B-flat however it is now heard 
unaccompanied in order to explore a further choral timbre; whilst the material is 
related to the first choral entry in the work, this differing texture allows for a 
contrast between the beginning of the work and the conclusion of the first 
movement. In effect, the two choral sections frame the entirety of the first 
movement, initially setting the scene and subsequently leading towards the next 
movement. There is a return to the familiar descending pitch material in the key 
of B major, intended as a tierce di Picardie to the prevailing B minor key of the 
baritone’s aria in the previous section whilst acting as a pivot chord to the next 
movement. 
 
Second movement 
Benjamin Britten’s War Requiem (1961-62) was of significant influence during the 
composition of this movement, in particular its Dies Irae movement. Of interest 
was Britten’s treatment of the dramatic text, similarly syllabic and coupled with an 
irregular meter however always maintaining the correct word-stress throughout. 
In Totentanz the irregular meter is constantly in flux between 3+2 and 2+3, further 
distorting the metrical flow of the text whilst always adhering to the correct syllabic 
stress. As the text here deals with the movement of limbs, a disturbing 
juxtaposition of human movement with the gruesome image of the undead, the 
texture is fairly sparse and seemingly sporadic; in essence a parody of the words 
is created through the use of percussive chords interspersed with rests to 
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represent a type of off-beat waltz which stumbles through various metrical 
reconfigurations.  
The timbre at the opening of the second movement is dry and percussive in order 
to reflect the content of the text, therefore an onus is placed upon instruments 
with a fast decay, that is, piano and xylophone, coupled with pizzicato strings. In 
terms of percussion, wood block, snare drum and tom-tom are included in order 
to emphasise the disproportioned, inelegant movement alluded to in the text. In 
addition, various instrumental techniques are employed to support this, in 
particular the rapid shift from pizzicato to arco in the upper strings at bar 33; a 
rare deviation from the octatonic scale is included in bar 36 where the strings are 
asked to strum the open strings of the instrument to incorporate an unrefined, folk 
quality to the sound.  
The role of the chorus is constantly shifting throughout the work, at first acting as 
narrator in the opening movement, and subsequently in the second movement 
assuming the role of the “Versucher”5 (Goethe 2018) at bar 46. Having been 
introduced by the mezzo-soprano with a recitative statement similar to that of the 
baritone in the previous movement, the choir is asked to use a Sprechstimme-
type technique to enunciate the words: “Geh! hole dir einen der Laken”6 (Ibid.). 
Pitches here are approximate, with the focus being placed on the intonation of 
each voice part; the rise and fall of pitch is deliberately contrary to that of natural 
speech in order to portray an otherworldly, freakish voice. 
The second movement of Totentanz uses the soprano’s D-sharp in the previous 
movement as a pivot-note in which to state the next key area of the work: 
enharmonically E-flat. The pitch material at the outset is based on the E-flat 
octatonic scale7 with the majority of the harmony being from these eight pitches. 
The first four utilise an additive rhythm which gradually extended the number of 
pitches in the descending melody; initially a five-note phrase, followed by two six-
note phrases, then a final seven-note phrase. This technique is effective in 
disrupting the meter throughout this opening section of the movement, supported 
by the inclusion of a 3/4 time signature at bar 9 (Fig. 7.7).  
 
5 “Villainous Tempter”. 
6 “Seize one of the shrouds that lie yonder!” 
7 E-flat, F, G-flat, A-flat, A, B, C, D 
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Fig. 7.7. Additive phrase length distorting meter 
 
The highpoint of each phrase is emphasised by accented chords in the xylophone 
and piano, further displacing the downbeat and contributing towards the 
disorderly meter of the music, representative of the prevailing disjointed and 
crooked movement of the bodies in the text at this point (“Nun hebt sich der 
Schenkel, nun wackelt das Bein”)8 (Goethe 2018). 
The descending melody in the oboe and bassoon, and latterly clarinet and 
trumpet, progressively draws the tessitura downwards until the choir’s first entry 
at bar 10, whereupon the melody now ascends in pitch. Whilst the first movement 
focused on imagery in the text and utilised melisma to a large degree, in particular 
in the fugal sections, the word-setting here is primarily syllabic, with words divided 
into their respective syllables often separated by rests (Fig. 7.8). Herein is the 
first example of deconstruction with regards to the handling of text; the third 
movement of the work will explore this concept further and shall be discussed at 
greater length below. 
  
 
8 “Now waggles the thigh, now shakes the leg”. 
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Fig. 7.8. Syllabic separation of text 
 
Following the exposition of this opening material in the choir, the first violin 
doubled by bassoon feature a rhythmically augmented descending chromatic 
melody, contrasting with the ascending line in the former. (Fig. 7.9). The layering 
of various instrumental textures is effective in representing the myriad figures 
appearing in the graveyard, with the juxtaposition of scales further highlighting 
the grotesque assemblage of bodies present.  
  
168 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 7.9. Descending chromatic melody 
 
A higher tessitura is used in the choir at bar 33 in order to create tension and 
maintain the dramatic momentum which has built throughout this section of the 
movement. As the work was intended to be performed by a large professional 
ensemble, the height of pitch here in the soprano and tenor lines remains 
idiomatic, and is facilitated by a loud dynamic. In addition, the larger number of 
singers in comparison to other works in the portfolio,9 enabled the use of a high 
tessitura in both parts. Furthermore, the homophonic texture allows the words to 
be at all times discernible, due to the middle range of the altos and basses 
allowing the text to be more easily enunciated.  
Both the texture and dynamic increases towards the end of this section, with the 
addition of woodwinds and percussion aiding in building toward the sudden 
 
9 Namely, A Song to David, and Five Introits. 
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silence prior to the first entry of the mezzo-soprano soloist, in effect acting as an 
anti-climax, diverging from the audience’s expectation. 
The role of narrator has now been assumed by the mezzo-soprano and this shift 
in timbre comes at the mention of the “Versucher” (Goethe 2018) in the text. This 
sudden change in texture and the disruption of the rhythmic intensity which has 
built up during the A section is comparable to the freeze-frame technique as used 
in film; the significant presence of the Tempter is demonstrated by their ability to 
distort the temporal experience of the listener, in effect, stopping time. The 
melodic material in the solo violin and piccolo at bar 46 utilises an adapted version 
of the oboe solo at the opening of the first movement in retrograde; whilst the 
initial oboe melody represented the lone character of the warder, the retrograde 
version portrays the Tempter as the very antithesis (Fig. 7.10).  
 
 
 
Fig. 7.10. Adapted oboe melody in retrograde 
 
This melody preludes the voice of the “Versucher” (Goethe 2018) as embodied 
by the choir utilising Sprechstimme in order to produce an other-worldly timbre 
which has not yet been heard in the work. The idea of pastiche is once again 
significant in this section both in terms of the timbre of the voices in addition to 
the polyphonic texture; the Schoenbergian influence of Sprechstimme is coupled 
with a return to the fugue, as heard in the first movement. Harold Lewin describes 
Schoenberg’s use of Sprechstimme in in his article in Music Theory and Practice 
as: “Beyond declaiming the text itself, the Sprechstimme provides its own 
coloration through the word-sounds themselves.” (1980, p.29). In Totentanz, the 
text spoken by the Tempter is highlighted through this exploitation of the sonic 
quality of the German text: “Geh! hole dir einen der Laken” (Goethe 2018). The 
initial declamation “Geh!” is characterised by a slight descent, with the next part 
of the phrase gradually ascending in pitch; whilst the inflection of the various voice 
parts is initially somewhat restrained, each subsequent entry adds further 
fluctuations of pitch and uses a wider tessitura, thus this spectral voice becomes 
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ever more grotesque and unnatural. Furthermore, the staggered entries of each 
voice part contributes to an overall sense of frenzy and disorientation which is 
evident in the movements of the bodies in the graveyard (Fig. 7.11). 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 7.11. Sprechstimme in fugato choral entries 
 
The presence of instrumental pairings, one which is explored more fully in the 
third movement, first arises at this point in the work; each vocal entry is doubled 
by a percussion line in order to enhance the attack of the sound. As the work is 
to utilise only two percussionists, the strings are required to strike the body of 
their instruments, becoming ‘alternative percussionists’, in effect facilitating the 
possibility of including further percussive timbres in the piece.  
Whereupon the mezzo-soprano enters in bar 54, pitched material is once again 
present in the instrumental parts; the violins provide the soloist with their entry 
note following this period of indeterminate pitches. The second octatonic scale10 
is now used to generate all of the harmonic and melodic material at this point. 
The texture is similar to that of the opening choral statement in that the upper 
 
10 C, D-flat, E-flat, E, G-flat, G, A, B-flat  
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winds doubled by xylophone and piano play a descending phrase whilst the 
trombone, tuba, cello, and double bass ascend in pitch with a hocketing phrase, 
creating a sense of contraction between the pitch spectrum. The mezzo-soprano 
now provides the melodic content, distinct from the previous material through its 
use of melisma and irregular rhythm. This more florid treatment of the octatonic 
scale in the solo vocal line is representative of the dramatic quality of the words 
at this point in the poem, “Getan wie gedacht! und er flüchtet sich schnell Nun 
hinter geheiligte Türen,”11 in particular the minor third triplets which set the word 
“flüchtet”, and the shorter note durations on the word “schnell” (Goethe 2018) 
(Fig. 7.12). 
  
 
 
 
 
Fig. 7.12. Lyricism present in solo mezzo-soprano 
 
Following a final choral statement in homophony, there is an immediate change 
in texture whereupon the text makes mention of “Der Mond”12 (Goethe 2018). As 
the tom-tom was used in order to demarcate a textural contrast between sections 
A and B, likewise the same figure is used once more to introduce the comparably 
quiet dynamic employed at the outset of section C. As discussed above, the 
image of the moon is one of consolation throughout the work, marked at this point 
by the use of a chorale in the choir; there is a recapitulation in the choral entry at 
this point with its echoing of the first five notes of the comparable material in the 
first movement (Fig. 7.13). 
  
 
11 “Done as quick as thought! and he flees quickly behind sacred doors”. 
12 “The moon”. 
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Fig. 7.13. Recapitulation of choral material 
 
There is a greater onus on consonant harmony in order to better represent a 
moment of respite as the dance of death ceases and the bodies gradually 
disappear. Moreover, this comparatively sustained sound being devoid of the 
percussive quality seen in the outset acts as a period of preparatory stasis before 
the next section. 
A brief canonic section further explores this sustained soundworld, with 
dovetailing chords throughout the orchestra gradually becoming more dissonant 
as the dynamic increases towards the following section of the work, thus 
increasing tension prior to the contrasting texture in bar 98. The solo percussion 
line is composed from a three-bar rhythmic cell which is repeated four times, then 
heard again in its entirety in retrograde, creating a 24-bar passage. The 
concluding passage features the Dies Irae chant in a number of different keys 
and rhythmic relationships. Again there is a focus on instrumental pairings in 
order to create a multifaceted timbre, with each instance of the chant being heard 
in two keys simultaneously, contributing to a denser harmonic texture.  
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Instrumental pairing Key area Rhythmic unit 
Cello and Double bass G & D Semibreve 
Horn and Trumpet E & A Crotchet 
Clarinet and Bassoon C & D Minim 
Flute and Oboe B-flat & E Quaver 
Violin I and Violin II F-sharp & D-sharp Semiquaver 
 
Table 7.3. Five variants of Dies Irae theme in bars 98-115 
 
Utilising a similar technique seen in MacMillan’s Veni, Veni, Emmanuel, the 
percussion solo here, using side drum and tom-tom, maintains a steady 
metronomic line in contrast to the sporadic entries of the Dies Irae theme in the 
aforementioned instrumental duets resulting in a multifaceted temporal 
experience.  
A final sounding of the chorale melody heard in the first movement (Fig. 7.3) 
brings the movement to a close. The original form, in D minor, is found in the alto, 
with the basses utilising its inversion, and the tenors singing the original line in 
retrograde inversion. The soprano line at first is a retrograde of the tenor line 
however at its midpoint, inverts the intervals resulting in a higher tessitura in 
addition to following the characteristic descending fifth interval of the original 
chorale melody (Fig. 7.3). 
This handling of the chorale melody allowed the entirety of this section to be 
generated solely from one melodic motif; the chorale is doubled at the unison in 
the strings, however the choir entry is displaced by one crotchet creating a canon 
between the two ensembles, a texture akin to the ‘lining-out’ technique which is 
found elsewhere in the portfolio. This technique results again in a denser texture, 
however without obscuring the four melodic lines. The concluding chordal 
material in the brass is a harmonised version of the Dies Irae chant voiced in 
fourths, with a third above the melody, an idiomatic jazz method of harmonising 
a melody, and juxtaposes with the sobriety of this concluding section whilst acting 
as a precursor to the focus on quotation prevalent in the fourth movement.    
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Third movement 
The third movement of Totentanz utilises the Dies Irae plainchant as pitch 
material, and through various processes of retrograde and inversion, the majority 
of this material is created and used throughout the entire movement. Therefore 
the original Dies Irae chant in its prime form, in the dorian mode, is referred to as 
P0. In order to facilitate a symmetrical structure, as will be discussed below, and 
also to exploit an intervallic relationship, an extra tonic note was added to the 
chant to give a total of 30 pitches (Fig. 7.14). 
 
 
 
Fig. 7.14. Dies Irae (P0) 
 
Various transpositions, inversions and retrogrades were applied to P0 in order to 
create 30 triads which would be used at the outset of the third movement. I7 
follows the standard process of transposition and inversion, however RI6 has 
been adapted slightly to stem the repetition of triads in the last third of the chant; 
where the added pitches occur in P0 and I7, the concurrent pitch of RI6 is also 
repeated (Fig. 7.15). 
 
 
 
 
 
 Fig. 7.15. Superimposition into triads 
 
The above example prioritises clarity of intervallic manipulation and thus octave 
displacement is not absolute. 
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The first line of the text uses this series of pitches in its entirety, with the second 
line utilising the retrograde of this series, again with octave displacement being 
disregarded.  
The third movement of the work entirely disregards the concept of word-painting 
in favour of an exploitation of the phonetic quality of the text, a technique 
employed most notably by Luciano Berio and Chaya Czernowin, the former of 
whom will be discussed in regards to the fourth movement of Totentanz. In the 
majority of her vocal works, Chaya Czernowin describes the ‘grain’ of the voice 
as being the predominant feature in regards to her word-setting. In her interview 
with Linda Dusman in Contemporary Music Review, Czernowin details her 
process of blending instrumental and vocal timbres to create a more accurate 
representation of the human voice. Notably in her opera Pnima (2006), there is 
seemingly an absence of text, however Czernowin contests: “There is no ‘text’, 
but there is text – vocalization” (Czernowin, cited in Dusman, 2015. p.469). 
Instead the composer makes use of basic syllables with which to convey meaning 
and experience. Czernowin creates two distinct characters through the symbiosis 
of multiple voices and instrumental groups: two male singers, six double basses, 
saxophone, and trombone form the character of the old man, whilst the child is 
represented by two female singers, bass clarinet and viola. Czernowin attests: 
“It’s a very complex voice that has all these layers. In a way, for me, Pnima 
represents the cleanest and clearest way in which one would utter emotions. It is 
really, extremely engaged with emotion and expression” (Ibid.).   
This timbral concentration was to be explored in Totentanz, however without the 
influence of semantic meaning. Rather, the instrumental and vocal groupings 
would concentrate more on the phonetic content of specific vowels and 
consonants. Following the initial harmonic working, a portion of the text was 
divided into phonemes which would then be set to the aforementioned chords. 
The first four lines from the fifth stanza of the poem are utilised in this 
movement of the work, the initial two being divided phonetically to give a total of 
39 voiced phonemes: 
Nur einer der trippelt und stolpert zuletzt 
Und tappet und grapst an den Grüften13 (Goethe 2018). 
 
13 “But one of them stumbles and shuffles there still, And gropes at the graves in despair”. 
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Unvoiced phonemes such as the fricative ‘f’ would be treated differently as they 
would not require a pitch to be assigned to them. The varied pallet of timbral 
possibilities in the first two lines set them aside from the rest of the poem, in 
particular the alveolar trill, or ‘rolled r’ and also the sibilant ‘s’ coupled with the 
voiceless alveolar stop, ‘t’.  A table, found in appendix E3, was created listing 
these various phonemes, describing their sonic characteristics and also 
assigning them a timbral pairing. For instance, the initial ‘n’ is characterised as a 
nasal, somewhat restricted sound, and has been paired with sul tasto strings and 
bassoon; the latter providing the nasal timbre whilst the former adding a 
constrained quality through the limited resonance heard in the instruments. Whilst 
the majority of spoken German dialects are devoid of the alveolar trill, I felt it 
beneficial to include this in the singers’ parts as the phoneme could be effectively 
paired with tremolando marimba and strings, in addition to flutter-tonguing in the 
woodwinds, and is in keeping with the standard practice of singing in German. A 
further notable inclusion is the glottal stop, whereupon the resultant vowel sound 
is strengthened by the pairing of pizzicato in the strings. These phonetic and 
instrumental pairings are maintained throughout the exposition of the movement 
with the first two lines being set in their entirety. The relatively slow tempo of the 
movement allows for a microscopic analysis of the sonic quality of the language, 
and whilst the text may not be discernible, each word is fully voiced with a slight 
break in sound between each. In her article in Contemporary Music Review,  
Czernowin describes this process in her own work stating:  
…the semantic transmission of a single word is made completely 
impossible by blurring the text or speech into a background noise or 
moving mass: from a murmuring that is so quiet that it is barely audible, 
but adds a strange background aura to the orchestra through its discreet 
presence (Czernowin, 2015. p.458). 
The idea of a “moving mass” is most prevalent in this section of the work, with 
the resultant texture resembling a ‘wash’ of sound. The chorale influence from 
the previous movements is reflected here in the coincidence of syllabic and 
harmonic progression, however this chorale has been ‘stretched’ somewhat 
through the paring back of the text to its phonetic components.   
The opening section of the third movement sets the entirety of the adapted Dies 
Irae chant as a continuous melodic and harmonic line, with the only breaks in 
sound occurring at plosive consonants such as ‘t’. Due to the pitch material and 
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instrumental groupings being so rigidly set at the outset, aspects of rhythm and 
dynamics are intuitive, the latter of which seeks to emphasise the timbral 
capabilities of a given phoneme. In particular, the section of the work dealing with 
the words “stolpert zuletzt” builds to a louder dynamic and maintains this until the 
midpoint of “zuletzt” in order to exploit the plosive consonants ‘t’ and ‘p’ (Goethe 
2018) (Fig. 7.16). 
 
 
 
 
 
 
 
Fig. 7.16. Plosive consonants highlighted by dynamics 
 
Similarly, durations of pitches are designed to focus on instances of phonetic 
interest, in particular dealing with consonants which are otherwise neglected in 
the majority of sung text in the work. For example, the alveolar lateral 
approximant, ‘l’, is progressively augmented in duration in order to highlight the 
muted timbre of the horn and strings.  
The texture at the outset is sparse and seemingly sporadic, with every pitch 
containing its own dynamic signature. Percussion is used to further highlight 
points of consonantal interest, for instance the voiced ‘d’ being paired with the 
tom-tom which is immediately dampened in order focus solely on the instrument’s 
attack rather than decay. Beatboxing was a significant area of interest whilst 
composing this section of the work. Proctor et al. document the various sounds a 
beatbox artist uses and gives the Standard Beatbox Notation (SBN) and its 
International Phonetic Alphabet equivalent in each case. Of particular interest 
were the sounds dealing with the replication of the hi-hat, described by Proctor et 
al. as possessing a “pulmonic egressive” airstream (Proctor et al., 2013. p.2). The 
voiceless alveolar affricate, ‘ts’, is prevalent in German, both at the start and end 
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of a word, most noticeably seen in “zuletzt”. The open hi-hat position would 
replicate the initial ‘ts’ sound whilst the closed hi-hat would effectively pair with 
the concluding ‘t’ of the word.  
The exposition of the movement is structured in an arch form, with both the pitch 
material and melisma expanding to a mid-point before returning again to the 
single pitch to each phoneme. The use of melisma follows a specific pattern, with 
groupings of one, two, three, and five pitches to a single phoneme.14 The outset 
of the work sees each pitch being set ‘monophonetically’ with a single phoneme 
to each pitch, however, by the beginning of the second line of text, the first two 
phonemes are set to five pitches. A further use of retrograde is seen at this mid-
point of the exposition, whereupon the distribution of melisma is then reversed, 
resulting in single pitches at the end of the second line.  
The first half of the exposition sees the pitch material being drawn from the series 
(Fig. 7.15) almost exclusively; the exception being bar 15 where the upper 
woodwinds use the technique of ‘coloured silence’ through a three-note cluster in 
order to demarcate the end of the first line of text, much in the same way String 
Quartet No. 2 uses the same technique to denote a stanza break. The latter half 
of the exposition includes a solo violin which seeks to act as a thread to bind the 
various shifting chords together and acts as a sinuous melodic phrase which 
juxtaposes the atonality of the harmony underneath it. This melody is heard in 
the violin’s upper register and, indeed, is the highest-sounding pitch material in 
this section. This instrumental colour is influenced again by Macmillan’s Veni, 
Veni, Emmanuel, particularly the Gaude, Gaude section, where the composer 
includes a fragment of the Ubi Caritas plainsong heard high in the solo violin’s 
range. In Totentanz, this melody is a reminder that the Dies Irae is omnipresent, 
whether heard in the background, or, indeed, obscured by various 
transformations.  
The following ‘development’ section beginning at bar 29 sees the material from 
the exposition used in a much freer method, with instrumental pairings remaining 
the same but without the rigidity of pitch order used in the series. Additionally, the 
hitherto linear aspect of chord progressions is disregarded; rather the pitches are 
handled in a more horizontal approach, allowing for both harmonic and melodic 
 
14 1, 2, 3, and 5 being the first four numbers of the Fibonacci series. 
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treatment. This section focuses on pitch material as well as timbre to facilitate a 
gradual building of texture throughout. Beginning with the tenor ostinato using the 
word ‘tappet’, and the various pitches associated with it set out in the exposition, 
the phrase acts as a perpetuum mobile which helps drive the music forward with 
an almost mantra-like repetition. This ostinato is built up from four rhythmic and 
harmonic features, reflecting the number of distinct phonemes in the word. 
Rhythmically, the initial ‘t’ is strengthened by the viola playing col legno battuto 
and the closed hi-hat, adding to the initial attack of the sound, whilst the ‘p’ 
phoneme is paired with the snare drum and the double bass tapping on the body 
of the instrument. Whilst the pitches used in the viola here may be somewhat 
indiscernible, they are taken from the corresponding pitches devised in the 
exposition for the sake of continuity. The ‘a’ vowel uses the same pairing of oboe 
and clarinet which are displaced by an octave to reinforce the pitches heard in 
this phrase; the oboe’s placement below the clarinet seeks to add a more gentle 
timbre to the tenor’s phrase whilst being doubled at the unison. Similarly, the ‘e’ 
vowel, paired with the bassoon in its upper register, seeks to create a 
homogeneity strengthened by the instrument’s fairly nasal, though restricted 
sound matched by the brighter vowel sound in the voice part. The tenors are 
divided here, and the antiphonal figuration of the voices is further heightened by 
positioning the first and second tenors at opposite ends of the stage (Fig. 7.17). 
 
 
 
 
 
Fig. 7.17. Choir positioning 
 
Whilst the spatial effect of the sound is significant here, this division of voice parts 
also facilitates breathing, allowing the phrase to continue uninterrupted 
throughout this section of the work. 
Tenor I Tenor II 
Soprano I Soprano II 
Bass I Bass II 
Alto I Alto II 
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The material used in the soprano part is derived from the pitches and phonetic 
pairing of the word “stolpert,” (Goethe 2018) however it is only the latter half of 
the word which is used here. As this material also uses the phonemes ‘p’ and ‘e’ 
the cello was used in place of the bassoon which is otherwise employed for the 
tenor’s phrase, however the snare drum is again utilised in conjunction with the 
initial ‘p’ consonant. Unpitched percussion plays a vital role in this section and 
with each vocal entry, the additive quality of the percussion part again aids in 
building momentum towards the subsequent climactic section of the movement. 
This additive technique, of course, creates some restrictions. For instance, 
considering the bass ostinato, utilising material from the word “Grüften” (Goethe 
2018), as the fricative ‘f’ had previously been paired with the snare drum using 
brushes, there would not be enough time in performance to change sticks, 
therefore the ‘f’ is removed.15  
As with the solo violin melody heard in the preceding section, both soloists are 
utilised here in order to create a melodic strand heard in amongst the growing 
texture of the orchestra and choir. The pitch material is taken from R6 with 
rhythms, again, being entirely intuitive. The addition of grace notes makes a slight 
concession to pibroch, a common feature found in MacMillan’s vocal music, and 
provides timbral consideration in regards to the attack of the note.  
The build-up to the climax at bar 47 is enhanced by the inclusion of a 3/4 bar five 
bars previously. This interruption allows for the tenor ostinato to be superimposed 
and heard in canon at the unison, one crotchet apart. This conflict of material 
adds to the cacophony built up in the preceding bars, and the sudden removal of 
the surrounding parts acts as a moment of respite before the ‘bass drop’ of the 
following section; a feature prevalent in early dubstep and drum and bass 
whereupon the percussion will drop out before recommencing with more force 
(Anon, [no date]). 
The climax of the work is heavily inspired by this inclusion of dubstep 
characteristics, in particular the layering of various instrumental groupings (Table 
7.4). 
 
 
15 Anecdotally, this removal of the ‘f’ becomes “Grüt”, a municipality in the canton of Zürich. 
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Wobble bass Bassoon, Bass 
Trombone, Tuba, 
Cello, Double Bass 
Offbeat ‘stabs’ Horn, Trumpet, 
Viola 
High-pitched 
cluster 
Violin I, Violin II 
Woodwind 
flourishes 
Flute, Oboe, 
Clarinet 
Melodic material Marimba, Choir, 
Viola 
 
Table 7.4. Table detailing various instrumental textures 
 
Most significant is the ‘wobble bass’ where the bassline is manipulated in order 
to create a rhythmically dynamic line, often comprising triplets and cross-rhythms 
(Anon, [no date]). This feature is evident in the relationship between the bass and 
percussion parts; whilst the bassline, coupled with bass drum, is heard 
predominantly in triplets, the latter maintains a strict duple time with semiquavers 
strengthening this juxtaposition of meters. A deviation from the dubstep tradition 
is apparent in the inclusion of a 2/4 bar which acts to interrupt the regular rhythmic 
flow of the music, delaying the downbeat of the bass ostinato. This duple meter 
is heard again at bar 54 and acts as a transition between the previous tonality of 
C, a perfect fourth higher to F.  
A subsequent layer is heard in the fanfare-like stabs in the horn, trumpet, and 
viola parts, which deliberately clash with the rhythm of the bassline and 
percussion and seem to hint at a melody, or ‘riff’. The timbre here is brash and 
unrelenting with the triplet rhythm crossing beats two and three to further obscure 
the meter. In addition, the upper woodwinds provide instrumental flourishes which 
embellish the sustained pitch in the choir; the siren-like nature of this material is 
indicative of the feeling of panic created in this section of the work. Finally, the 
dissonant chords in the upper strings provide a background texture and are vital 
in creating a sense of depth in terms of range; whilst the double bass is playing 
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in its lowest tessitura, the upper strings gradually increase in pitch, reinforcing the 
low register of the former.  
Having reached its climax at bar 47, the texture gradually thins out, with various 
layers being removed individually. Bar 70 acts as an extended coda to the 
movement and borrows the idea of archaism from the first movement by 
recapitulating the use of a fugue. The Dies Irae chant is used as the theme with 
consideration paid to the meter of the text and reflected in the articulation of the 
phrase. In addition, a certain number of timbral devices are reintroduced here; 
the glottal stop present in the word “ihn” in bar 73 is intensified by the violin 
pizzicato on the same pitch (Fig. 7.18),  whilst the initial ‘d’ of “Doch” is reinforced 
by the bass drum. Combined with this fugue theme is a tonic pedal heard in the 
lowest range of the double bass; this extremity of pitch coupled with a quiet 
dynamic allows for a feeling of unease which effectively leads on to the final 
movement of the work without a break. 
 
 
 
 
Fig. 7.18. Glottal stop enhanced by pizzicato violin 
 
Fourth movement 
As the final movement of the work sees an amalgamation of the various material 
heard in the previous three movements of the work, namely the Dies Irae theme 
and the Baroque aria in the first movement, the structure of the work can be seen 
as through-composed in one continuous line. Therefore, rather than providing an 
analysis of the work in compartmentalised sections, the following paragraphs 
highlight the various components which form the entirety of the movement.  
Following a vibraphone cadenza, the fourth movement begins attacca, with upper 
woodwind expanding upon the flourishes heard in the previous movement, and 
demarcating this change in momentum and texture. As mentioned above, the two 
themes prevalent in Totentanz are that of deconstruction and parody. The act of 
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quotation is paramount in the construction of the fourth movement; through the 
use of recapitulation in addition to quotation from the historical canon, this aspect 
of parody is developed. In regards to word-setting, the work has thus far 
deconstructed the text on a phonetic level evident in the third movement, however 
on a macroscopic level, each movement adds to this idea of deconstruction with 
parody playing a vital role in the conclusion of the work. Through the act of 
quotation or recapitulation, the listener is forced to re-evaluate their experience 
of the music, whether it be by another composer or, indeed, music which has 
been heard as part of the same work. This re-evaluation effectively deconstructs 
the meaning of, or hermeneutical response to the original by juxtaposing it with 
conflicting material.  
In his article in The Musical Quarterly, Christopher Ballantine discusses the 
process of quotation as having three aspects: 
1. An extraneous fragment is “chosen.” 
2. A dialectic – which may include a distortion of the fragment – exists 
between the fragment, with its semantic associations, and the new 
musical context. 
3. The new context has primacy over the fragment, by providing the 
structure through which the fragment, its associations, and its 
interrelations are to be understood (1979. p.169). 
 
Taking Charles Ives’ Central Park in the Dark (1906), as an example, he then 
goes on to consider the listener, defining them in three distinct categories. The 
first group (A) focuses purely on the “musical” features of the work; the texture of 
the work is languorous and meandering whilst the harmony is ambiguous, being 
punctuated by several excerpts of a popular song. Group B is concerned with the 
programmatic element of the work, associating themselves with this quoted 
material and attempting to ascertain what their role in the work is. Finally, group 
C appreciates the considerations made by the first two groups, however moves 
beyond both, understanding that the various quotations contribute towards a new 
work and are not bound to the narrative of the piece. Thus Ballantine refers to 
this group as “musico-philosophical.” (1979. p.181). In Totentanz, the aspect of 
quotation is treated precisely in this manner. Whilst the work makes much use of 
the Dies Irae theme, its inclusion acts to confuse the material by its juxtaposition 
with material composed by the author and pertaining solely to this work. 
Furthermore, whilst it is true that the Dies Irae text could have been set to original 
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music in order to convey panic and unease, quotation of existing music brings 
with it a psychological reaction that would otherwise have been absent; a further 
example of this aspect will be discussed below. 
A significant influence on the use of quotation in Totentanz is Luciano Berio’s 
Sinfonia (1968-69), which makes frequent use of self-quotation as well as 
historical quotation, however not solely as a parodic device. This amalgamation 
of collected materials seeks not to bring about confusion, rather, as David 
Osmond-Smith cites in his book Playing On Words, upon comparing Berio’s 
handling of material in his large-scale compositions:  
Whereas Allez-Hop and Epifanie unite their disparate materials simply by 
placing them side by side, Sinfonia and Coro go beyond this, compelling 
different musical concerns to interact in the moment of composition itself 
(1985, p.1). 
The third movement, In ruhig fliessender Bewegung, most effectively uses 
quotation as musical depiction of the various excerpts of text recited by the 
singers; excerpts from Samuel Beckett’s The Unnamable (1953) are paralleled 
by quotations from Hindemith’s Kammermusik Nr.4 ‘Violinkonzert’ (1925), 11 
bars after A, for instance, features a quotation from Hindemith in the Violin B 
group with the subsequent comment from Tenor 2, “nothing more restful than 
chamber music”, adapted from Beckett’s original “nothing more restful than 
arithmetic” (Osmond-Smith 1985, p.58). The relationship between orchestra and 
vocalists here is significant; Osmond-Smith details the importance of the work 
being written for the Swingle Singers due to their experience in amplification and 
working with microphones, attesting that Berio “was able to blend their amplified 
voices into the orchestral textures – a deliberate reversal of the traditional polarity 
between ‘choir’ and ‘orchestra’” (Ibid., p.2). This role seems to shift throughout 
the third movement of his work. Whilst at times the voices utilise sol-fa as a timbral 
device (the pitch material deriving from a Mahlerian melody), the various 
recitations and comments utilised in the vocal parts seem to focus on the 
psychological impact that such quotations have on the audience, in effect 
breaking the fourth wall, as Osmond-Smith suggests: 
Berio lifts from the text any fragments that suit his purpose. Whilst some 
of these are simply striking, autonomous images, others are used to 
comment upon the processes at work within the movement and upon the 
situation within the concert hall itself (Ibid., p.55). 
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Sinfonia progressively seeks to obscure these various quotations, exemplified 20 
bars after rehearsal mark A, where the first flute and first oboe begin a statement 
from Debussy’s La Mer (1903-5), only to be disguised by a chromatic cluster in 
harmonics in Violins A and B. Whilst Berio is clouding Debussy’s original through 
the use of harmony, in Totentanz, the rhythmic intensity of a quotation from 
Mozart’s Requiem (1791) is expanded upon by superimposing the contrary-
motion runs from Verdi’s Dies Irae (1874) as a means to distort both examples.  
 
 
 
  
 
  
 
 
 
 
 
 
Fig. 7.19. Distortion of quotations 
 
As the work has progressed, a significant focus has been placed on the Dies Irae 
plainchant as both a melodic and harmonic device. The first movement utilises 
solely the text from the mass in order to create an augury of the warder’s eventual 
decline. The text here translates as: “Death and nature will marvel, when the 
creature will rise again, to respond to the Judge.” 
With the text set as a slow-moving chorale, this initial influence of the Dies Irae 
serves to expose the warder’s mortality and the impending doom of the remainder 
of the poem. The second movement again employs the Dies Irae, however this 
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time devoid of the text, with the focus being placed on melody. Its inclusion at the 
end of the movement acts as a coda which serves to state the progressively 
dominant role the plainchant plays in the work; as mentioned above, the 
exposition of the third movement draws solely from this melodic material and its 
various transformations. The fourth movement uses this plainchant interspersed 
with quotations from the Dies Irae movements of the Requiems of Mozart and 
Verdi, neither of which rely on the melodic content of the original plainsong, 
therefore allowing the theme to pervade the movement without becoming 
stagnant and predictable. Instances of quotation are detailed in Table 7.5. 
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Type of 
Material 
Bars 1-5 Bars  
6-15 
Bars  
15-19 
Bars  
19-24 
Bars  
25-29 
Bars  
30-33 
Bars  
34-40 
Bars  
40-46 
Mvt. 1 
Quotation 
      Bsn. Bar. 
Ww. 
Hn. 
Mvt. 2 
Quotation 
Pno. Str.     Vib.  M-S. 
Mvt. 3 
Quotation 
Ww.        
Mozart 
Quotation 
 Str. Str. Ww. Tbn. 
Tba. 
 Str.   
Verdi 
Quotation 
  Ww. Br. Str. Tpt. 
Hn. B.D. 
 Tbn. 
Tba. 
Str. Tbn. 
Tba. 
Picc. Str. 
New 
Material 
 Ch. Ch. Ch. Ch. Vib.    
Dies Irae         
         
 Bars  
46-49 
Bars  
50-65 
Bars  
66-67 
Bars  
68-73 
Bars  
74-89 
Bars  
89-103 
Bars 104-
117 
Bar  
116-end 
Mvt. 1 
Quotation 
Ch. Ww. 
Tba. Vc. 
Db. 
  M-S. Bar.     
Mvt. 2 
Quotation 
      Vib. Str. Pno. Vib. 
Mvt. 3 
Quotation 
  Bsn. 
B.Tbn. 
Tba. Pno. 
Vc. Db. 
   Bsn.  
Mozart 
Quotation 
    Vlns., 
Vla. 
   
Verdi 
Quotation 
   Ww., Tpt. Fl., Ob., 
Cl. 
  Str. 
New 
Material 
 Ch. M-
S. Ww. 
Str. 
 Bsn., 
B.Tbn., 
Tba., Vc., 
Db. 
 Ww.  M-
S. Bar. 
Ch. Str. 
M-S. Bar.  
Dies Irae     Bsn. 
B.Tbn 
Tba.  
Tb. Bell. 
Pno. Vc. 
Db. 
  Ww. Br. 
Str. 
 
Table 7.5. Instances of quotation 
 
The initial form of quotation used is recapitulation, arguably a form of self-
quotation, whereupon material heard previously is heard in a new context; the 
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first instance of this appearing at the introductory section of the fourth movement 
in bars one to five. Whilst the woodwind flourishes from the previous movement 
are expanded upon, the staccato chords utilised in the second movement of the 
work are here re-incorporated into the texture and act as something of a false 
recapitulation; the material seems to mimic that of the opening to the second 
movement but quickly shifts to a contrasting texture. This aspect of constant 
transformation is the epitome of the final movement’s role in the work; whilst there 
is an attempt to recapitulate material heard in previous movements, the incessant 
interruption forces the listener to constantly readjust to the mood and momentum 
of the music. In utilising only brief instances of recapitulation, this momentum is 
maintained throughout the movement. A subsequent example is found at bar 30 
in the vibraphone, with the ‘bell’ chords from the second movement preluding the 
following quotation from the first movement leading towards bar 34; the solo 
baritone, doubled by bassoon, features the same melodic shape of the melody 
found in the ‘da capo aria’ of the first movement, however, the brevity of this 
phrase (only the first four notes of the phrase are reused albeit transposed down 
a major third) is paramount in driving the music forward in sporadic, aphoristic 
bursts. This succinctness is emphasised in the soloist’s material here at the mid-
point of the work. The solo mezzo-soprano follows this quotation from the 
baritone, with both singers recapitulating material from their respective solo 
movements. Bars 40-42 superimpose two melodic lines heard previously in the 
work, the aforementioned mezzo-soprano solo coupled with the melody which 
forms the very opening of the work. This focus on the first movement material 
extends to the subsequent section of music, where the first choral entry is heard 
again, however here being transposed down a sixth.  
Recapitulation is handled using two distinct methods in this movement: absolute 
recapitulation, where the material is unchanged and exists exclusively in its own 
form; and developed recapitulation, whereupon material is expanded upon, 
creating ‘new’ material. Bars 40-49 sees the effect of the latter; the unison choral 
texture precedes the material heard in the mezzo-soprano and choir in bar 50, 
where the unison between the soloist and the choir sopranos gradually descends 
in pitch with the entry of the altos. This aspect of gradual descent in the voices 
becomes a significant harmonic device from this point until the work’s conclusion 
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as though the pitches here are slowly dissolving in sympathy with the mortality of 
the warder.  
Whilst the majority of recapitulation has accurately replicated the timbre and 
instrumentation of the original, bar 103 sees the strings assume material which 
was previously sung by the choir in movement two. As the text here, sung by both 
soloists, alludes to the moon gradually disappearing, there is a return to the choral 
texture which had previously accompanied the mezzo-soprano; the intention here 
is a brief moment of reflection which is punctuated by the vibraphone and tubular 
bells, the latter of which will be discussed below (Fig. 7.19). 
 
 
  
  
 
 
 
 
 
 
  
 
  
 
 
 
Fig. 7.20. String recapitulation of material 
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As mentioned above, quotation from the historical canon has thus far been 
focused on plainsong with an onus on the inference of antiquity, however this 
final movement of the work expands on this idea to include textural, rhythmic, and 
melodic quotation from two main sources: the Requiems of Mozart and Verdi. 
The prevalence of the Requiem text has gained in significance throughout the 
development of the work as a whole with both the liturgical role and profundity 
associated with the Requiem being the raison d'être for its inclusion in Totentanz. 
In utilising excerpts of both of these works, the listener is again inclined to 
question their response to them and the reason for their position in the work. The 
most striking feature, of course, is the contrast in tonality that they provide. Whilst 
atonality and the octatonic scale is prevalent in the opening of the fourth 
movement, the sudden shift to D minor at bar 6, the first instance of a quotation 
from the Dies Irae movement of Mozart’s Requiem, acts as a pivotal moment in 
the work which steers the music away from a recapitulation. This quotation is 
expanded upon in the choir; with the rhythmic flow of the strings abruptly halted, 
the choir assumes their resultant pitches and chromatically alters them in order 
to eradicate any sense of tonality. The strings then defiantly return to their 
predominant key continuing the phrase before yet another interjection from the 
choir. This act of quotation is active in parodying Mozart’s work by assuming its 
initial key, texture and rhythmic drive and subsequently disturbing these features; 
the chromatic descent of the inner choral parts distorts the tonality which the 
strings strive to maintain. This distortion effects a reaction in the audience through 
the adaptation of pre-existing, and arguably well-known music and  is partly 
derived from Luciano Berio’s Sinfonia, as discussed above.  
Rehearsal mark B sees the woodwinds and brass quote from Verdi’s Requiem, 
with the characteristic contrary motion G minor scales of the Dies Irae providing 
an additional contrast in tonality. Furthermore, quotation of the ascending 
chromatic scale in Verdi’s Requiem (present in the trombone and tuba parts at 
bar 15) provides a certain amount of symmetry with the new material heard in the 
choir during the previous section. Whilst the inner voices of the choir are 
descending in pitch, the brass theme rises and is effective in driving the music 
forward to its next shift in texture, whereupon the woodwinds and strings swap 
thematic material at bar 19. Bars 21-24 see an amalgamation of both Mozart and 
Verdi material, with the sonorous, accented chords in both being superimposed 
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to create a percussive dissonance. This is punctuated by the familiar bass drum 
strikes heard in Verdi’s Dies Irae, however the rhythm is syncopated further, 
bringing it forward by one quaver and subsequently through the use of triplets. 
Indeed, both quotations seem at odds with one another, with neither the Verdi, 
nor the Mozart quotation being immediately discernible, in turn, creating a new 
soundworld from the existing material. 
The fourth movement demonstrates very few instances of new material being 
heard exclusively; bars 25-29 and subsequently bars 89-103. The former is used 
in order to highlight the text “Sie blinkt von metallenen Kreuzen,”16 (Goethe 2018) 
where the imagery of metal crosses is symbolic of the warder’s fleeting feeling of 
hope. The vibraphone accompanies the choir here coupled with the tam-tam in 
order to include an albeit brief moment of word-painting. As this first inclusion of 
new material dealt with the handling of the text as its main focus, the latter 
example in bars 89-103 considers a more temporal perspective. From bar 83, the 
idea of temporal experience plays a significant role in drawing the work to a 
conclusion. The Westminster Chimes are introduced here by the tubular bells 
with each subsequent quarter appearing at progressively shorter intervals, in 
effect heightening tension towards the work’s conclusion.  
Bar 83 17 bars Bar 102 5 bars Bar 109 2 bars Bar 113 
First 
Quarter 
Tacet Second 
Quarter 
Tacet Third 
Quarter 
Tacet Fourth 
Quarter 
Table 7.6. Diminution of chime entries 
Towards the end of the work, there is a moment of stasis in the build-up to the 
clock striking One (bar 117), and thus the end of the ‘dance of death’. Shortly 
after the chime is introduced, bar 89 sees a duet by the two soloists accompanied 
by oboe, the latter is itself a nod towards the solitary opening of the work in the 
first movement, and is representative of the singular image of the warder once 
more, though now embodying two distinct voices. From the resultant minor 
16 “All cover’d with crosses in metal”. 
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seventh of the soloists’ pitches in bar 92, the choir expands upon this by returning 
to the chorale texture introduced in the second movement, however the solo 
mezzo-soprano is now joined by the baritone and the chorale is accompanied by 
strings prior to the return to the ‘moon’ material at bar 103.   
Building on the psychological implications Berio constructs in Sinfonia, the final 
act of quotation in Totentanz pertains to the conclusion of the movement, 
whereupon the choir are asked to playback a recording made on a handheld 
device during the first movement of the work. The passage in question, bars 88-
182, features the Dies Irae text mentioned above and acts as a coda to the work 
as a whole. Its inclusion at the end of the work, in fact the last thing that the 
audience will hear, is intended to again question the listener as to its role in the 
work macroscopically; the original intention of the passage was one concerning 
mortality, though now it is deconstructed in order to function as a final question 
to the audience, challenging the very authenticity of the original material. Much in 
the same way as String Quartet No. 2 exploits the hermeneutical response of the 
listener in reaction to the second of two refrains, here they are forced to question 
the sincerity of the original passage and its role in the first movement of the work. 
This final quotation seems to trivialise the material whilst simultaneously 
exemplifying the very act of deconstruction throughout the work. This idea of 
deconstruction is taken further through the natural deterioration of sound through 
recording, thus removing a large amount of the timbral intricacies due to the 
recording coming from a single perspective within the choir. In addition, playback 
through a low-quality speaker will further deteriorate the material with certain 
frequencies being either entirely absent or significantly distorted. In terms of 
location, the venue in which the piece is performed would naturally implicate the 
volume of this recorded sound relevant to the audience’s position in the space, 
highlighting the distinction between live acoustic sound and the distortion of 
recorded music. 
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8. Conclusion 
In summary, this research has focused on the three areas of consideration a 
composer employs as effective compositional praxis: the performers, the location 
of the performance, and the audience. A prior knowledge of the individual or 
group involved in the performance of the work is of great benefit during the 
compositional process in order to create material which is of a suitable standard 
and plays to the strengths of those involved. Variously, as detailed above, this 
consideration influences the music in a number of ways, from choosing a relevant 
text for a vocal work (in the case of Cabaret Songs) to manipulating musical 
material in order to support amateur performers (as is evident in A Song to David). 
Furthermore, the compositional method employed in Five Introits supports any 
change in personnel which may take place from week-to-week in an amateur 
church choir, whereby the differing number of voices parts used in each 
movement allows the collection to be used by a wide range of institutions.  
Whilst the acoustical properties of the performance space is frequently referred 
to throughout the above analysis of the works, ‘location’ also refers to the reason 
for the work’s existence and its position within the overall programme. 
Considering Five Introits and A Song to David in particular, the music composed 
was influenced by the very role music assumes in the surrounding ritual or 
celebration. In addition, Horo was composed with the knowledge that the work 
was to be premiered in close proximity to Scotland’s coastline, and that future 
performances would take place in relatively small spaces as opposed to a large 
concert hall. This allowed for very quiet dynamics to be used throughout the piece 
and afforded the possibility of homogeneity of sound between clarinet and voice, 
with the audience able to appreciate the multifarious timbres of the two 
instruments heard together and individually.  
A vital aspect of the interaction with the audience is that of communication 
involving, though not restricted to, textual semantics and cognition. Concerning 
the facilitatory approach to composition, it is the ‘useful’ composer who is able to 
provide vital social function in fostering community, both on the concert platform 
and through worship. The role of the composer as ‘facilitator’ is evident 
throughout the portfolio, with the compositional process detailed above pertaining 
to ‘playability’ as well as ‘listenability’. The latter term does not aim to incite the 
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belief that an they audience should at all times fully understand or, indeed, enjoy 
the musical experience are taking part in, though they should certainly be able to 
interact with it on some level. The primary consideration for inciting a response 
from the audience is through the management of expectation, as substantiated 
by Clarke, Dibben, and Pitts: “When resolution of these musical expectations is 
delayed or thwarted, an arousal response is stimulated and listeners experience 
an emotional reaction.” (2010, p.86).  
Whilst the content of the portfolio has not been conceived in order to test the very 
limits of a performer’s ability or, indeed, an audience’s capacity to comprehend 
musical material, there is a reliance on contextualisation which, in turn, 
engenders inquisition and discovery. Notably, the amalgamation of popular or folk 
music vernacular with Western art music sensibilities affords a unique reaction 
which is only possible through the juxtaposition of two somewhat distinct genres. 
Clarke et al proffer: 
As people become more familiar with a particular genre of music…they 
develop internal representations, stored in long-term semantic memory, 
which provide a hierarchically organized framework into which new 
sequences of events can be fitted. As long as the new events conform, in 
their specifics, to the general characteristics of material that is already 
familiar to the listener…they will be organized and perceived in the same 
way (Ibid., p.71). 
Through thwarting expectation, the audience is able to simultaneously 
comprehend the ‘known’ music, for example the quotations of Mozart and Verdi 
in Totentanz, and question its presence, encouraging them to contextualise the 
work macroscopically; more specifically, their cognitive behaviour results in active 
involvement in the musical experience which goes beyond merely ‘listening’.  
 
Future research 
The work contained in the portfolio makes an attempt to challenge the listener 
through the apposition of diverse musical genres, therefore future work will focus 
on the area of Electronic Dance Music, amongst others. Whilst Totentanz 
provided an exploration into the phonetic quality of a text, and the resultant 
instrumental pairings made an attempt to homogenise these, this future work 
aims to remove the instrumental element altogether. Through a study of 
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beatboxing and consideration given to the newly-developed “Standard Beatbox 
Notation” (SBN), I aim to create an electronic work inspired by dubstep utilising 
only recorded vocal statements, with vowels providing capabilities of melody and 
harmony, and consonants assuming a percussive role, with the amalgamation of 
the two affording the attempt at an ‘acoustic’ sound, that is, comprising attack, 
decay, sustain, and release. This work will then be disseminated through online 
services such as iTunes, Apple Music, and Spotify.   
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Appendix A – A Song to David 
 
Sublime—invention ever young,          
Of vast conception, towering tongue,  
  To God the eternal theme;  
Notes from yon exaltations caught,  
Unrivalled royalty of thought,  
  O’er meaner strains supreme. 
Serene—to sow the seeds of peace,  
Remembering, when he watched the fleece,  
  How sweetly Kidron purled—  
To further knowledge, silence vice,          
And plant perpetual paradise,  
  When God had calmed the world. 
Strong—in the Lord, who could defy  
Satan, and all his powers that lie  
  In sempiternal night;          
And hell, and horror, and despair  
Were as the lion and the bear  
  To his undaunted might. 
He sang of God—the mighty source  
Of all things—the stupendous force  
  On which all strength depends;          
For Adoration, on the strings  
The western breezes work their wings,  
  The captive ear to soothe—  
Glorious the sun in mid career;  
Glorious the assembled fires appear;          
  Glorious the comet’s train:  
Glorious the trumpet and alarm;  
Glorious the Almighty’s stretched-out arm;  
Glorious Hosannah from the den;  
Glorious the catholic Amen. 
 
Christopher Smart (1759-60) 
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Appendix B1 – Mad Girl’s Love Song 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Sylvia Plath (1951) 
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Appendix B2 – Crow’s Theology 
 
 
 
 
 
 
 
 
 
          
 
 
 
 
 
 
 
 
 
Ted Hughes (1970) 
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Appendix B3 – Pandora 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
  
 
 
 
 
 
 
 
 
 
 
 
Frieda Hughes (2002) 
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Appendix C1 – First Song 
 
 
 
 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Stewart Sanderson (2015) 
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Appendix C2 – Turn Ye to Me 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Christopher North  
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Appendix C3 – Contrary Bird 
 
 
 
 
  
 
  
  
  
  
  
  
  
 
 
 
Jane McKie (2015) 
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Appendix D – Novel 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
  
 
 
 
 
 
 
 
 
 
  
 
Arthur Rimbaud (1870) 
Translated Wyatt Mason (2002) 
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Appendix E1 – Totentanz 
 
Der Türmer, der schaut zu Mitten der Nacht 
Hinab auf die Gräber in Lage; 
Der Mond, der hat alles ins Helle gebracht; 
Der Kirchhof, er liegt wie am Tage. 
Da regt sich ein Grab und ein anderes dann: 
Sie kommen hervor, ein Weib da, ein Mann, 
In weißen und schleppenden Hemden. 
Das reckt nun, es will sich ergetzen sogleich, 
Die Knöchel zur Runde, zum Kranze, 
So arm und so jung, und so alt und so reich; 
Doch hindern die Schleppen am Tanze. 
Und weil hier die Scham nun nicht weiter gebeut, 
Sie schütteln sich alle, da liegen zerstreut 
Die Hemdlein über den Hügeln. 
Nun hebt sich der Schenkel, nun wackelt das Bein, 
Gebärden da gibt es vertrackte; 
Dann klippert's und klappert's mitunter hinein, 
Als schlüg' man die Hölzlein zum Takte. 
Das kommt nun dem Türmer so lächerlich vor; 
Da raunt ihm der Schalk, der Versucher, ins Ohr: 
Geh! hole dir einen der Laken. 
Getan wie gedacht! und er flüchtet sich schnell 
Nun hinter geheiligte Türen. 
Der Mond, und noch immer er scheinet so hell 
Zum Tanz, den sie schauderlich führen. 
Doch endlich verlieret sich dieser und der, 
Schleicht eins nach dem andern gekleidet einher, 
Und, husch, ist es unter dem Rasen. 
Nur einer, der trippelt und stolpert zuletzt 
Und tappet und grapst an den Grüften; 
Doch hat kein Geselle so schwer ihn verletzt, 
Er wittert das Tuch in den Lüften. 
Er rüttelt die Turmtür, sie schlägt ihn zurück, 
Geziert und gesegnet, dem Türmer zum Glück, 
Sie blinkt von metallenen Kreuzen. 
Das Hemd muß er haben, da rastet er nicht, 
Da gilt auch kein langes Besinnen, 
Den gotischen Zierat ergreift nun der Wicht 
Und klettert von Zinne zu Zinnen. 
Nun ist's um den armen, den Türmer getan! 
Es ruckt sich von Schnörkel zu Schnörkel hinan, 
Langbeinigen Spinnen vergleichbar. 
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Der Türmer erbleichet, der Türmer erbebt, 
Gern gäb er ihn wieder, den Laken. 
Da häkelt – jetzt hat er am längsten gelebt – 
Den Zipfel ein eiserner Zacken. 
Schon trübet der Mond sich verschwindenden Scheins, 
Die Glocke, sie donnert ein mächtiges Eins, 
Und unten zerschellt das Gerippe. 
Johann Wolfgang von Goethe (1813) 
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The warder looks down at the mid hour of night, 
On the tombs that lie scatter’d below: 
The moon fills the place with her silvery light, 
And the churchyard like day seems to glow. 
When see! first one grave, then another opes wide, 
And women and men stepping forth are descried, 
In cerements snow-white and trailing.- 
In haste for the sport soon their ankles they twitch, 
And whirl round in dances so gay; 
The young and the old, and the poor, and the rich, 
But the cerements stand in their way; 
And as modesty cannot avail them aught here, 
They shake themselves all, and the shrouds soon appear 
Scatter’d over the tombs in confusion.- 
Now waggles the leg, and now wriggles the thigh, 
As the troop with strange gestures advance, 
And a rattle and clatter anon rises high, 
As of one beating time to the dance. 
The sight to the warder seems wondrously queer, 
When the villainous Tempter speaks thus in his ear: 
“Seize one of the shrouds that lie yonder!”- 
Quick as thought it was done! and for safety he fled 
Behind the church-door with all speed; 
The moon still continues her clear light to shed 
On the dance that they fearfully lead. 
But the dancers at length disappear one by one, 
And their shrouds, ere they vanish, they carefully don, 
And under the turf all is quiet. 
But one of them stumbles and shuffles there still, 
And gropes at the graves in despair; 
Yet ’tis by no comrade he’s treated so ill 
The shroud he soon scents in the air. 
So he rattles the door–for the warder ’tis well 
That ’tis bless’d, and so able the foe to repel, 
All cover’d with crosses in metal.- 
The shroud he must have, and no rest will allow, 
There remains for reflection no time; 
On the ornaments Gothic the wight seizes now, 
And from point on to point hastes to climb. 
Alas for the warder! his doom is decreed! 
Like a long-legged spider, with ne’er-changing speed, 
Advances the dreaded pursuer. – 
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The warder he quakes, and the warder turns pale, 
The shroud to restore fain had sought; 
When the end,–now can nothing to save him avail,– 
In a tooth formed of iron is caught. 
With vanishing lustre the moon’s race is run, 
When the bell thunders loudly a powerful One, 
And the skeleton fails, crush’d to atoms. 
 
Johann Wolfgang von Goethe (1813) 
Translated Edgar Alfred Bowring (1880) 
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Nur einer der trippelt und stolpert zuletzt 
Word Phonemes 
(IPA) 
Characteristics Instrumental pairing 
 
Nur 
   
 n Nasal, mid-pitch Strings sul tasto, bassoon 
 uː Pure, high-pitch Flute, horn, clarinet 
 r Tremolo, mid-pitch Marimba, strings, flutter-tongue 
einer    
 ʔa  Glottal, pure, high-pitch Oboe, pizz. strings, clarinet 
 i̯ Focused, mid/low-pitch Muted trumpet, strings sul pont. 
 n Nasal, mid-pitch Strings sul tasto, bassoon 
 ɐ Distant, soft, mid-pitch Muted viola, low flute 
 r Tremolo, mid-pitch Marimba, strings, flutter-tongue 
der    
 d Percussive, low-pitch Drums (tom-toms, bass), pizz. 
 eː Nasal, dark, mid-pitch Oboe, violin, trumpet 
 r Tremolo, mid-pitch Marimba, strings, flutter-tongue 
trippelt    
 t Percussive, pitchless Cymbal, col legno battuto 
 r Tremolo, mid-pitch Marimba, strings, flutter-tongue 
 ɪ Forward, low-pitch Cello, bassoon 
 p Percussive, pitchless Tapping body (str.), snare 
 ɐ Distant, soft, mid-pitch Muted viola, low flute 
 l Restricted, mid/high-pitch Muted strings, muted horn 
 t Percussive, pitchless Cymbal, col legno battuto 
und    
 ʔʊ Pure, high-pitch Flute, horn, clarinet 
 n Nasal, mid-pitch Strings sul tasto, bassoon 
 t Percussive, pitchless Cymbal, col legno battuto 
stolpert    
 ʃ Varying air speed, 
pitchless 
Noiseless blowing, snare 
w/brushes 
 t Percussive, pitchless Cymbal, col legno battuto 
 ɔ Rounded, horn-like, mid-
pitch 
Clarinet, cor anglais 
 l Restricted, mid/high-pitch Muted strings, muted horn 
 p Percussive, pitchless Tapping body (str.), snare 
 ɐ Distant, soft, mid-pitch Muted viola, low flute 
 r Tremolo, mid-pitch Marimba, strings, flutter-tongue 
 t Percussive, pitchless Cymbal, col legno battuto 
zuletzt    
 ts Varying ‘s’, pitchless Cymbal, pitchless strings 
 uː Pure, high-pitch Flute, horn, clarinet 
 l Restricted, mid/high-pitch Muted strings, muted horn 
 ɛ Slightly restricted, mid-
pitch 
Clarinet, bassoon, muted cello 
 ts Varying ‘s’, pitchless Cymbal, pitchless strings 
 t Percussive, pitchless Cymbal, col legno battuto 
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Und tappet und grapst an den Grüften 
 
 
 
 
 
Und    
 ʔʊ Pure, high-pitch Flute, horn, clarinet 
 n Nasal, mid-pitch Strings sul tasto, bassoon 
 t Percussive, pitchless Cymbal, col legno battuto 
tappet    
 t  Percussive, pitchless Cymbal, col legno battuto 
 a Pure, high-pitch Oboe, pizz. strings, clarinet 
 p Percussive, pitchless Tapping body (str.), snare 
 ɛ Slightly restricted, mid-
pitch 
Clarinet, bassoon, muted cello 
 t Percussive, pitchless Cymbal, col legno battuto 
und    
 ʔʊ Pure, high-pitch Flute, horn, clarinet 
 n Nasal, mid-pitch Strings sul tasto, bassoon 
 t Percussive, pitchless Cymbal, col legno battuto 
grapst    
 g Percussive, low-pitch Rim-click, pizzicato 
 r Tremolo, mid-pitch Marimba, strings, flutter-tongue 
 aː Pure, high-pitch Oboe, pizz. strings, clarinet 
 p Percussive, pitchless Tapping body (str.), snare 
 s Pitchless Cymbal, pitchless strings 
 t Percussive, pitchless Cymbal, col legno battuto 
an    
 a Pure, high-pitch Oboe, pizz. strings, clarinet 
 n Nasal, mid-pitch Strings sul tasto, bassoon 
den    
 d Percussive, low-pitch Drums (tom-toms, bass), pizz. 
 eː Nasal, dark, mid-pitch Oboe, violin, trumpet 
 n Nasal, mid-pitch Strings sul tasto, bassoon 
Grüften    
 g Percussive, low-pitch Rim-click, pizzicato 
 r Tremolo, mid-pitch Marimba, strings, flutter-tongue 
 ʏ Mix of i̯ & ʊ Mtd. tpt., str. sul tasto, fl. hn. cl.  
 f Restricted, pitchless Snare brushes, strings on bridge 
 t Percussive, pitchless Cymbal, col legno battuto 
 ɛ Slightly restricted, mid-
pitch 
Clarinet, bassoon, muted cello 
 n Nasal, mid-pitch Strings sul tasto, bassoon 
